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PART I. THE PROBLEM 
PURPOSE 
The purpose of this study is threefold: (1) to review 
professional literature to determine the place of dramatic 
literature in the language arts prograra, (2) to review the 
methods of teaching dramatic literature with specific ref-
erence to Julius Caesar, and (3) to prepare a source unit 
which. might serve as a guide for the teaclnng of Julius Caesar 
according to current professional thought . 
SCOPE AND LIMITATIONS 
This study includes the teaching of dramatic literature 
in high school. The revievv of professional literature refers 
to the teaching of dramatic literature as it applies to grades 
nine through twelve. The source unit :b..as been geared for the 
introduction of Julius Caesar to tenth grade non-college-
preparatory pupils. 
JUSTIFICATION 
As a language arts teacher, the writer feels the need for 
t~is study. He has assumed that the authorities in the lan-
guage arts field suggest the most effective ways to promote 
understanding and appreciation of dramatic literature. The 
compiled information reflects their ideas and thus can serve 
to aid the writer and other language arts teachers. 
PROCEDURE 
Current professional literature pertaining to the teach-
ing of dramatic literature was examined. The information 
gained f'rom t his resear.ch was. organized according to the 
followi ng plan: 
1. Difficulties in reading drama. 
2. Abilities in reading drama. 
3. Reading readiness and dramatic literature. 
4. Aims in teaclrlng dramatic literature. 
5. Methods of teaching draL1atic literature. 
6. Organization of dramatic literature. 
This research guided the writer in the preparation of a 
source unit, Julius Caesar. 
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PART II. DRAl'YlATIC LITERATURE IN THE LANGUAGE ARTS PROGRAM 
GENERAL OBJECTIVES OF EDUCATION 
The great American experiment in democracy was conceived 
in a period of crisis. Faced with continued bondage, brave 
and determined me? gathered at Philadelphia in 1776 and set 
forth their revolutionary ideas about government: 
We hold these truths to be self~evident: That all 
men are created equal; that they are endowed by their 
Creator with certain inalienable rights; that among 
them are life, liberty, and the pursuit of happiness.l 
Embodied in the great documents which constitute the 
political philosophy of America 1 s forefathers is the funda-
mental truth that there is worth and dignity in every human 
being. Tlrls belief in a respect for personality is the basis 
for all human rights, and it led toward the creation of a 
unique form of government with outstanding social responsi-
bilities. 
Those men who defended their democratic ideas expected 
the people to promote education as the safeguard of them. ! 
Throughout the early hours of American history famous leaders ~~ 
expressed this belief as the primary social duty of the schools 
George Washington maintained this viewpoint: . 
Promote then, as an object of primary importance, I 
institutions for the general diffusion of knowledge. I 
In proportion as the structure of a government gives I 
force to public opinion, it is essentia l that public 
opinion. be enlightenedl2 
1 Declaration ~ Independence 





Thus the founding fathers encouraged teachers to help young 
citizens develop an everlasting faith in democratic principles. 
They realized that democratic government depends upon its 
scnools as a means of perpetuating itself. It can be conclude 
therefore, that in their view the .American way of life estab-
lishes the major purpose of education. 
The sagacious advice of these early leaders has become a 
cornerstone in the educational structure of American schools. 
Teachers throughout the history of American education have 
fostered loyalty to the United States. Today, more than ever, 
a continuation of this effort is paramount. 
With its opposing philosophy of tyrruUly, communism casts 
its ominous shadow across America and offers sufficient evi-
dance to teachers that the future of their country and of her 
children is gravely at stake. The present conflict of social 
forces stirs alert teachers to perpetuate an allegiance to 
the bas i c concepts of democratic living. 
This is an urgent world: Democracy is on the march. 
The foes of democracy give little time for hesitation. 
More than ever the people of the United States are 
depending on their schools from the nursery school 
to college and adult education to fit their sons and 
daught~rs to meet adequately the challenge of the 
times.l 
While strengthening young people's faith in the American 
way of life, teachers also have the very important responsi-
bility of providing opportunities for individual development. 
1 Dora V. Smith, Director, ~ English Language ~, Com-
mission on the English Curriculum, HCTE, Appleton-Century-
Crofts, Inc.: New York, 1952, p. 5. 
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This goal of self-realization is an essential feature of 
~rican education. It seeks to cultivate a child's ability 
to understand and to develop his personality so that he can 
live wholesomely with himself and others. It aims to help 
him gain an insight into the problems of earning a satisfac-
tory living and it hopes to show him how to use his· leisure 
time wisely. Thus public education has a two-£old obliga-
tion--one to the state and the other to the individual.l 
The task of £ulrilling the overall purposes of education 
is by no means an easy one. The responsibility rests with all 
teachers; it obviously cannot be confined to any one area in 
the school program. The entire curriculum, both elementary 
and secondary, must provide opportunities for attainment of 
the :foregoing objectives. 
In the secondary school each teacher contributes his 
share as he endeavors to promote the specific objectives that 
are peculiar to his own :field of instruction. The language 
arts teacher plays an important role in this respect. What 
contributions can he make? 
OUTCOMES OF THE LANGUAGE ARTS PROGR.A;M 
The National Council of the Teachers of English organized 
a committee to determine the relationship o:f their program to 
general education. Considerable investigation resulted in the 
publication of the following goals: 
l E. E. Chiles, Chairman, Language Arts ~~ English-High 
School, Grades IX, X, ~~ Course of Study Series No. 18, St. 








Wholesome personal development 
Dynamic and worthwhile allegiances through 
heightened moral perception and a personal sense 
of values 
Growing intellectual curiosity and capacity for 
critical thinking 
Effective use of language in the daily affairs 
of life 
Habitual and intelligent use of the mass modes 
of communication 
Growing personal interest and increasingly 
mature standards of enjoyment 
Effective habits of work 
Competent use of language and reading for 
vocational purposes 
Social sensitivity and effective participation 
in the group life 
Faith in and allegiance to the basic values of 
a democratic societyl 
A careful examination of these aims reveals that the out-
standing purpose in language arts is provision for guided 
instruction in the development of language skills, understand-
ings, and attitudes. Language is viewed as an indispensable 
tool by which a young person can achieve personal, social, 
civic, and occupational competence. It is also seen as an 
important source of relaxation and inspiration. It follows, 
then, that without effective understanding and expression of 
his native tongue, a young citizen can hardly participate 
adequately in society. 
f 
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Language is not only the most commonly used com-
munication art; it is most comprehensive. a 11 the 
facts of our society, all the relationships of 
which we are aware, are included in language. Facility 
with language, therefore is the major requirement for 
the individual's adjustment in his social world, for 
his ability to be at home with himself.2 
Dora V. Siriit"'.h, .2E• ill•, pp. 41-53. 
Thomas, Chairman, Underlying Principles and Imple-
Wisconsin Language Arts Committee, Bulletin No. 16: 
6 
BASIC AREAS IN THE LANGUAGE ARTS PROGRAM 
In providing opportunities ror real growth in e£rective 
communication, the language arts teacher concerns himself with 
rour interrelated areas o£ his program: writing, speaking, 
listening, and reading. The communicative skills and prin-
ciples involved in these language activities serve as the 
basis £or instruction. 
These skills appear in language situations more numerous 
than those which were evident earlier in the century. The 
young person in today 1 s complex twentieth century world lit-
erally encounters a barrage of words every moment of his waking 
hours. Lou La Brant goes so far as to say that "the English 
speaking child o£ this generation has the most diff icult 
language problem ever raced by any generation of children."l 
It is only necessary to consider, for example, the influence 
of the movies, radio, and television on a pupil's mind to 
appreciate the significance o£ his language requirements. 
The English teacher is faced with the task or satisrying 
these language needs. His problem is to develop to the full-
est each pupil's capacity to communicate. No magic formula 
exists which will help him. It is necessary £or him to con-
sider his ~ pupils and determine what can be done to raise 
their level of proficiency in the various areas of communica-
tion. 
1 Lou La Brant, We Teach English, Harcourt, Brace and Company: 
New York, 1951, p. 13. 
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It becomes obvious that a differentiated program _is re-
quired to meet the needs of all pupils. As well as he possibly 
can, the language arts teacher has to determine what progress 
the young person has made a~d then plan to move him ahead at 
his own rate of achievement. To endorse this principle is to 
accept the contemporary trend toward a greater emphasis upon 
individual differences. 
While the language arts teacher must deal with individ-
uals, he knows that there are certain principles and sug-
gestions that are applicable to a class as a whole. It is 
essential that he have at - his command a knowledge of these 
desirable procedures. The literature in the field reflects 
them. 
The purpose of the writer has been to examine profes-
sional information to determine what are the most recent 
recommendations for achieving the language arts objectives. 
Each area of the program in the secondary school has been 
considered with particular attention to reading and dramatic 
literature, as the writer's source unit emphasizes this 
particular phase of communication. For the purpose of organ-
izational convenience and analysis the material has been 
arranged in the following sequence: writing, speaking, . 
listening, and reading. 
At the onset, there are two significant points which the 
writer feels he must emphasize. First, it should be clear 
that the various areas of the language arts are closely 
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connected and can hardly be treated in isolation. While each 
facet of the program has been discussed separately here, it 
needs to be understood, therefore, that the writer visualizes 
them as a part of a coordinated program where effective com-
municative arts may be learned as a whole and not as separate 
skills . 
Second, the writer would like to stress that his research 
reflects only suggested trends. His work, then, is not a 
finished product. In the light of continued experience and 
use, as well as in the changing demands or society, some of 
the recommended ideas presented here will be retained, modifie 
or abandoned. 
WRITING 
Efficiency in written communication is more likely to be 
developed in an environment where pupils experience a real 
need to use this social instrument. Certainly such a concern 
for pupils' needs is a shift in the traditional point of view 
toward instruction in writing . In the past great emphasis 
was placed upon a study of the classics. Such study frequentl 
served as a basis for motivation in the exercise of written 
language. Often the topics listed for the pupils were so 
remote from their ovn1 lives that only a stern hand or tongue 
could persuade them to write. But now this approach has 
given way to the more common-sense practice of arranging to 
have written expression grow out of the pupils' everyday 
experiences and interests . 
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When children are encouraged to respond rreely in 
a favorable classroom atmosphere, ~- there ~ 
~~need .2!:.! ~ desire to write, and when 
helprul guidance is available there is desirable 
pupil growth.l 
The program in written communication seems to divide into 
two areas: practical and creative writing. The teacher knows 
that he must prepare the pupil to meet his everyday writing 
requirements. Yet for many pupils writing has another dis-
tinct purpose; it is a means by which they can communicate 
their thoughts about personal experiences. Many pupils 
actually feel the need to express their own problems through 
this creative outlet. Others use the medium for an expres-
sion or spiritual and social values. 
One function orten not recognized by youthful 
writers but of importance to the teacher is the 
production or satisraction and release. Of 
this, the student may gradually become aware, 
learning to write out his problems. Freedom 
to write on individual and other adolescent 
problems suggest assurance that such concerns 
are worthy of attention; that is, the writing 
dignifies the problem.2 
Once pupils develop a desire to write, the teacher must 
guide them in the proper use of language. Such guidance 
invariably involves grammar, one or the most battle-scarred 
areas in the language arts program. The two combatants in a 
seemingly unending right ror acceptance _by English teachers 
have been rormal and runctional grammar. An understanding of 
1 Helen Thomas, Chairman, Wisconsin Children Write, Wiscons1n 
Language Arts Committee, Bulletin No. 6: Madison, Wisconsin, 
January, 1952, p. 4. 
2 Dora v. Smith, ~· £!!., pp. 319-320. 
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these terms will help to clari£y the current philosophy toward 
the teaching of grammar. 
Formal grannnar refers to the technical analysis and clas-
sification o£ grammatical terms, the application of formal 
rules to word usage, and systen~tic instruction in the elements 
of the sentence. In the past, pupils were required to spend 
hours filling out workbooks that were crowded with formal 
exercises. For the bene£it of the teacher, they often chanted 
the principal parts of a troublesome verb or the case forms 
of the pronouns. To be sure, they "learnt" the rules, but 
what was accomplished by such practices? According to re-
search, it appears that the formal gramn~r approach has been 
of little value in the improvement of writing for most pupils. 1 
Some teachers who were aware of the futility of their 
efforts to teach formal grammar began to search for more prac-
tical methods. In schools today, it is possible to observe 
these teachers translating into practice their modern con-
ceptions of language instruction. For them the formal approach 
has surrendered to its victorious opponent, functional grar.lmar. 
Unfortm1ately1 however, as Robert c. Pooley points out, the · 
use of the latter approach is rare rather than common through 
the United States. 2 
1 Luella B. Co.ok, nstan.ford Unive1•sity Sets Us .Al.ll Right," 
English Jout:!!§:.!, January, 1946, Vol. 35, pp. 37-40. 
2 Robert c. Pooley, "Grammar in the Schools of Today," 
English Journal, March, 1954 1 Vol. 43, pp. 142-146. 
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There is nothing profound about functional gra1nmar. It 
merely emphasizes the ~ of grammar in situations tr~t have 
meaning for young people. The 11 tool approach 11 is character-
ized by instruction in grammar at a time ~ and where there 
is a def'ini te and recognized need. 
As the writer has previously indicated, most pupils will 
express their own ideas when the need is felt. So as not to 
dampen enthusiasm and interest, tlw pupils' ideas and a clari-
fication oi' them become the teacher's chief concern during 
the initial stage in written language instruction. With 
further writing experience, the teacher can inductively lead 
each pupil to discover that he lacks understanding of specific 
grammatical concepts. Such an individualized approach is 
meaningful to the young pupil because he is analyzing and 
determining his basic language needs. 
This method of grrumnar instruction, which fits into the 
larger picture of training in connm.mication, can be supple-
mented by drill work. Often the teacher is required to focus 
the attention of the class upon particular items that are 
troublesome to many of the pupils. Under such circumstances 
it seems justifiable to concentrate upon common needs. When 
the teacher does work with the class as a whole, ''more ef-
fective results can be obtained by concentrating attention 
upon a relatively small number of language forms at one time."l 
1 Riohe.rd K. Klein, General Chairman, The English Language 
Arts, North Dakota Secondary Schools, Dept. of Public In-
struction: Bismarck, North Dakota, 1953, p. 24. 
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There is no implication here that the writer is endorsing 
formal grrumnar. On the contrary, he is stressing a type o:f 
teaching which Edna L. Sterling calls direct presentation: 
It requires the skill and ability to plan and draft 
as well as the readiness to repair. Insteadof 
isolated exercises done :for their own sake, drill 
will be developed in relation to the needs that arise. 1 
Drill can be carried out in creative situations. The exercises 
possess a functional quality when the pupils are asked to 
carpenter sentences that exemplify a particular aspect o:f 
grammar. 
Little artificiality appears in the approach, :for the 
pupils construct their own sentences rather than deal with the 
ready-made sentences which are :found in many workb ooks. This 
sensible way to develop effective communication is presented 
in a practical bulletin, Using Grammar 12 Improve Wri tin_g, 2 
where the suggested program encourages pupils to see the re-
lationship between grammar and improved construction o:f their 
own sentences. 
In srumnary, then, successrul composition begins with the 
individual pupil and his language needs. If the teacher is 
sensitive to those social situations which promote written 
co~munication, he can motivate his pupils to communicate. 
1 Edna L. Sterling, "Are They Tools?", ~Emerging Curricu-
lum 1Q English in ~ Secondary School, National Association 
of Secondary School Principals , Vol. 30: February, 1946, p . 55. 
2 Norman c. Stageberg and Ruth Goodrich, Using Grammar 1£ 
Improve Writing, No. 18; Iowa State Teachers College: Cedar 
Falls, Iowa, June, 1953. 
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The emphasis is first placed upon meaning and then mechanics. 
As the need arises, the teacher can inductively introduce 
grammatical terms and apply them to the writing experiences 
of individual pupils. A program that functions according to 
these principles should result in real and effective grov~h 
in writing power. 
SPEAKING 
In today's world, the spoken word is rapidly replacing 
the written word. The Educational Policies Commission es-
timates that ninety per cent of all communication in the United 
1 States is oral. any exrunination of the place that oral ex-
pression has in the everyday experiences of you_~g people as 
well as adults will lend credibility to the Commission's report. 
The wise teacher is aware of this preponderant use of 
speech. It sharpens his focus on oral language as an impor-
tant personal and s~cial skill. He realizes that effective 
speaking is essential for young people if. they are to make a 
happy and nor1nal adjustment to life. To him speech is a 
vital factor in a democratic society, since it is a means to 
maintain wholesome hwnan relationships. These observations 
lead him to conclude that his task is "to assist boys and 
girls to meet as effectively as possible those normal speech 
1 Educational Policies Commission, The Purposes o~ Education 
!g American Democracy, National Education Association+ 
Washington, D. c., 1938, p. 54. 
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situations and speech problems that arise in the daily pro-
cess of living."l 
Pupils need to view oral expression as a socializing 
medium. This can hardly be done in an artificial setting 
where speech is considered as an isolated skill of communica-
tion. The realization should come when young people engage 
in a realistic program which includes functional and motiva-
ting activities. 
What can the language arts teacher do to promote an 
adequate use of the tools of speech? First, he needs to have 
some understanding of the speech processes. Second, he must 
have a fairly definite idea of what speech activities need to 
be included in the program. And third, he has to determine 
the best ways to accomplish his goals. 
A useful guide in speech training lists the following 
processes as being fundamental to all speech activities: 
1. adjustment of the speaker to the speaking 
situation 
2. adequate formation of ideas and their ex-
pression in language 
3. adequate use of voice 
4. adequate articulation and pronunciation2 
Point two suggests that speaking is related to writing. In 
word meaning and the organization of ideas there is some re-
lationship, and pupils need to be aware of this observation. 
1 George w. Norvell, Chairman, Syllabus in English ~ Sec-
ondary Schools Grades 7-12, State Education Department, uni-
versity of the State or-New York Press: Albany, 19511 p. 57. 
2 Leo Han, Chairman, Language Arts, Course of Study~ Sec-
ondary Schools, Utah State Department of Public Instruction: 
Salt Lake Cit Utah 1947 • 12. 
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But i~ is also necessary to emphasize that these language 
skills do differ. The social context in which they appear 
helps to account for this difference. 
Orten the pupil who does well in written expression is 
frustrated by his experiences in oral communication. Perhaps 
such failure can be lessened if the teacher bears in mind the 
very important principle that speaking is taught as a specific 
language skill when it reaches the expressive stage.l At the 
oral level the spoken word is different from the written word. 
Pupils who are led to realize this fact frequently experience 
success in the use of oral language. 
Since the teacher of communication prepares young people 
to meet speech situations in the world of today and tomorrow, 
he includes in his program those activities which embrace the 
oral language needs of his pupils. An analysis of these needs 
shows that the present and future speaking situations include 
such experiences as: 
1. JU~swering the telephone 
2. Reciting in the classroom 
3. Making a date 
4. Applying for a position 
5. Giving sales talks 
6. Being a host or hostess 
7. Explaining to the judge 
B. Interviewing people 
9. Seeking a promotion 
10. Asking a favor 
11. Explaining an absence 
12. Recommending books, plays, shows to friends 
13. Conducting and participating in any meeting 
1 ~' P• 14. 
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14. Speaking over the radio or the public address 
15. Reading the newspaper to the family 
16. Reading to one ill or to children! 
With the exception of a few situations, the list empha-
sizes the use of i~ormal speech. It is this area of oral 
language training that involves the regular language arts 
teacher. For the most part, the specialized speech activi-
ties , such as dramatiQs or debate, belong in speech courses 
especially designed to accommodate the pupil who manifests an 
interest in them. Consequently, the teacher's main objective 
is "not to make platf'orm speakers, but to develop citizens 
who can participate satisfactorily in everyday situations that 
demand spoken English."2 
Once the teacher has determined the nature and cont ent 
of instruct ion in oral communication, he then focuses his 
attention on the procedures that will implement his program. 
Certain basic practices underlie a progressive program in 
speaking, and it has been the intention of the writer to in-
di cate what they are. 
Current literature constantly ref'lects the belief that 
in oral language instruction 11 the emphasis must be placeq .2!! 
1 Gertrude Lucas, Chairman, ! Course 2£ Stud! 1g Fundamentals 
of Speech .!£!: High School, prepared by the High School Funda-
mentals of Speech Production Committee, Course of Studies 
Series No. 37: St. Louis High Schools, March, 1951, pp. 6-7. 
2 J. N. Hook, ~ Teaching of High ~chool English, The 
Ronald · Press: New York, 1950, p . 396. 
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content rather than on errors in speech, voice, articulati on 
and lack: of' poise ."l The teacher can do much in following 
this advice by furnishing the pupil wi t h real opportunities to 
express himself orally. If a pupil is genuinely interested in 
what he has to say , he has taken the first step forward in 
fashioning his speech so that it will be effective , _ pleasing, 
and c orrec t . 
This interest has often been destroyed by a class that 
ignores · the content and searches for speech errors. In such 
a situation a lack of proper and carefully determined criteria 
degenerates pupil criticism into picayune comment which does 
little to promote effective growth in the use of oral lan-
guage . The wise teacher steer s his class away from such an 
unwholesome learning environment . 
Speech improvement apparently begins at the point where 
a pupil realizes that his use of' oral language is faulty. 
This realizat ion might be achieved through cooperativo c on-
structi on of standards which might be used by each pupil as 
he explores his speech activities . At the outset, so as not 
to frustrate eager pupils who are anxious to talk about their 
mm particular experiences, the criteria need not be too 
e l aborate. For example, the standards for evaluation of con-
versat ion might include: 
1 He i en Taylor , Vera Skidmore , and 1ae Pever 7 Co- Chairmen, 
Guides f2£ ~ ~ Written Communication !g Kansas Secondary 
Schools , State Department of' Public . Instruction: Topeka , 
Kansas , 1950 1 P• 25. 
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1 . Do I use good English in conversation? 
2 . Is my conversation easy, in£ormal , natural , 
without being cheap and tawdry? 
3 . Can I c arry on a discussion without drifting 
into an argument? 
4 . Do I listen attentively to the other half of 
the conversation? 
5 . Do I succeed i n s t imul ating others to talk? 
6 . Do I show a sense of humor i n my conversation? 
7 . Am I tactful? 
s. Have I a pleasing conversation voice? 
9 . . I informed? 
10 . Do people like to talk to me?l 
Employing these questions, the pupil can become sensitive 
to conversation as an oral communicative skill. For him, they 
might emphasize the importance of the comr~ication of ideas 
in this everyday speaking situation . They c ould encourage 
him to become speech conscious as he reflects upon his l an-
guage needs . ~en he is led to discover his o\v.n shortcomings 
with regard! to a parti cular speech a ctivity, he is often 
anxio s to overcome them. 
The writer flrmly believes that much i mprovement in oral 
expression can be realized by the pupils if the teacher works 
toward the deve lopment of a wholesome class attitude . To 
build a desire for good spe~(ing is to destroy a careless 
attitude which gives birth to poor s peech i'..a.bits . 
To summarize , then, oral English is a necessary and vital 
communicative art for young people in a democratic society. 
They need power in self-expression--a very i mportant aspect 
f David H. Moskowitz , Chair :man, Instruction in English and 
Sreech, A Report of a Survey Conducted by the-nigh Schoo~ 
D vision i n the Academic High School of the City of New York, 
Board of Educat i on : New York , N. Y., June , 1952, p . 111. 
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in the development of a wholesome personality. Pupils may 
achieve this power in real life situations that rise out o:f 
and are a part of' other class activities. Emphasis in these 
situations is first placed upon~ is said and not~ it 
is said. Through self-criticism and the teacher's appraisal, 
the pupil can determine his weak points and work toward cor-
recting them. As alert teachers have demonstrated the merits 
of these principles, the writer believes they might serve to 
guide other teachers who strive to promote effective use of 
oral language. 
LISTENING 
Listening is an active process . There can be no passive 
receptivity to the spoken word if real communication is to 
take place . Unfortunately, the full significance of listening 
as a creative endeavor has yet to be realized by many pupils , 
for it remains one of the most neglected areas in the lan-
guage arts program. l 
Don Brown emphasizes the vital role that listening plays 
in the lives of young people as well as adults : 
When the student understands what auding is , he 
begins to be aware of its importance in his daily 
life. In school or out , the auding faculty carries 
the heaviest load.. The average person spends more 
time auding than he does reading~ writing or speaking. 2 
1 John J. De Boer, Walter v. Kaulfers, and Helen R. Miller, 
Teaching Secondary School English, McGraw-Hill Book Company;iln~ 
New York, 1951, p. 16. 
2 Don Brown, "Teaching Aural English," English Journal, 
March, 1950, Vol. 39, pp . 130-131. 
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The validity of Don Brown's observation need hardly be ques-
tioned. A "doubting Thomas" might refer to the famous re-
search work of Rankin, whose thesis argues in favor of the 
importance of listening.l He can consider, for a moment, the 
impact of mass media of communication upon the ears of young 
people. With the invention of the movies , radio, and tele-
vision has come an avalanche of words that need to be evaluated 
critically by all citizens if they are to behave competently 
in a society which bases its survival, in part , upon people 
who can discriminate between fact and propaganda.2 
·what are the various phases of listening and where do 
they belong in the school program? Listening, generally 
speaking, falls into one of three categories: appreciative, 
critical, and discriminative.3 These various levels of ex-
perience range from simple hearing to 'the more complex stage 
of creative listening. An analysis of the skills involved 
here points up the fact that listening comprehension is a 
complicated process. In critical listening, for example, the 
individual must be able to visualize, recall, anticipate, and 
1 Paul T. Rankin, "The Importance of Listening Ability," 
English Journal, (College Edition), October, 1928, Vol. 17, 
pp . 623-628. 
2 Harold A. Anderson, English~ All American Youth, 
Monograph No. 4 of the State of New York English Council: 
Binghamton, N. Y., 1952, p. 16. 
3. Clyde Dow and Charles Irwin, "How We Teach Listening," 
~ Bulletin £f ~ National Association of Secondary School 
Principals , January, 1954, Vol. 38, pp. 137-138. 
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evaluate in a situation which demands that he adjust his think-
ing to the pace maintained by the speaker. 
Many young people ~ail to realize the relationship between 
speaker and listener. ctually the average person talks at a 
speed of about one hundred and twenty-five WOl"ds a minute, 
while he can think at four times that ratel 1 It is this rate 
di~ferential which the poor listener in school ~ails to exploit 
when someone is talking to him. Instead o~ using his thought 
speed to advantage by concentrating on what is being said , he 
o~ten lets his mind wander on imaginary excursions to the ball 
park or corner drugstore. What can the teacher do to assist 
him? 
According to Nichols, there are three types of ap-
proaches: (1) direct approach, (2) coordination of listening 
and speech instruction, and (3) the listening laboratory.2 
The direct attack is well illustrated by Adams, who outlines 
his introductory lesson.3 During the first phase, both pupil 
and teacher develop a favorable listening climate by creating 
a desire to listen, improving the physical environment, and 
recalling past experiences which might have some bearing on 
1 Ralph Nichols and Leonard A. Stevens, "You Don't Know How 
to Listen," Colliers, July 25, 1953, p . 19. 
2 Ralph G. Nichols, "Listening Instruction in the Secondary 
Schools," The Bulletin ..2! the National Association of Second-
arx School Principals , May, 1952, Vol. 36, pp . 169-171. 
3 ·Harlen M. Adams, 11 Learning to be Discriminate Listeners , " 
English Journal, January, 1947, Vol. 36, pp. 11-15. 
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the anticipated listening situation. 
Creative listening represents the second part of the ap-
pro,ach. Pupils are encouraged to utilize particular listening 
skills associated with the activity. For example, the imme-
dia te emphasis might be on the improvement of the ability to 
identify the techniques used to develop a speech. The final 
par t or follow-up could be a test to determine how well pupils 
listened. 
If the lesson is to be successful, it is well for the 
teacher to bear in mind the important principle that "students 
should have something worthwhile to listen to, a valid reason 
for listening, and someone to whom they owe . courtesy in listen-
ingl"l Too often, in many schools, this principle is ignored 
by the teacher who presents material in such a manner that it 
fails to promote adequate listening habits. 
We must admit that in all too many classrooms, for 
all too much of their time, children listen all too 
often to a teacher who speaks with the voice of 
authority in a way that stifles inquiry and in-
vestigation.2 
Compulsory listening does little to promote good listening 
habits. And v1here. the teacher does most of the talking, pupils 
often become so bored that they simply, and often successfully, 
ignore the incessant babble. Teachers need to listen, too. 
The second approach in listening improvement emphas i zes 
f Dora v. Smith, 2E• cit., p. 333. 
2 Althea Beery, "Listening Activities in the Elementary 
School," Elementary English, February, 1946, Vol. 23, pp. 69-
70. 
23 
the ract that oral communication is a two-way process--a 
speaker does not communicate unless he has a cooperative 
listener. The teacher who uses this method realizes that in 
teaching units whenever a speaking activity is used, listening 
skills need to be taught and motivated. 1 UDrortunately, in 
some schools , teachers do very little to develop the concept 
o£ speaking and listening as interlocking skills . 
Much classroom speaking follows a two-point circuit. 
It runs £rom one student to the teacher and back. 
If others listen, that is incidenta1.2 
The last approach in the development of sound listening 
habits makes use of a listening laboratory.3 In this ideal 
situation a pupil is able to listen, without disturbance, to 
recorded materials. The plan calls for a sequential attack. 
As the pupil progresses from easy to difficult exercises, he 
checks himself, using objectiYe tests on file. A chart is 
maintained to indicate results. Although the listener works 
independently in the laboratory, he can seek guidance from 
his teacher when he feels dissatisfied with his progress. 
vVhatever the approach or situation may be, the alert 
teacher constant ly promotes listening that is purpose.f'ul, 
1 c. E. Willson and Alexander Frazier, "Learning Through 
Listening to Each Other," English Journal, January, 1950, 
Vol. 39, pp. 23-26. 
2 Eva M. Moore, "Listening Is a Skill," English Journal, 
October, 1953, Vol. 42, p. 381. 
3 Ralph G. Nichols, .2£• £ll., p. -170. 
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accurate , critical, and responsive. 1 Tb1s is, of course , 
creative lis tening , an essential ingredient in democratic 
living . Where young people engage in it, they more ful l y 
apprec iate the power as well as the beauty of the spoken word . 
For them, listening will surely be hearing with comprehension.2 
READI NG 
Reading , like listening, is a complex and continuous pro-
cess. Acceptance of this idea by effective teacher s contra-
dicts the almost defunct belief that the task of providing 
reading instruction terminates when a child completes ele -
mentary s chool. The broadening concept of reading gives 
significant evidence of an attempt to emphasize it as a think-
ing process which grows with the child's interests and general 
ability. Carol Hovious vigorously recognizes this current 
trend in reading , and has written an excellent book wherein 
she trs..n.slates its meaning into pra.c tical exercises for 
classroom use.3 
Count Korzybski 's interpretation of reading throws con-
siderable light upon its place in the language arts program. 
1 Dora v. Smith, £2• ~., pp. 332-344. 
2 John J. De Boer , Walter v. Kaulfers , and Helen R. Miller, 
~· £11., p. 161. 
3 Carol Hovious , Suggestions for Teachers of Reading Grades 
7 to _!g, D. c. Heath and Company: Boston, 1939, P• 2. 
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He defined reading as 11 the reconstruction of the facts behind 
the symbols."l Many young people who enter high school pro-
nottnce symbols but fail to respond because of an apparent 
inability to interpret them. Instead of reading, they are 
merely verbalizing . V'fuat can the language arts teacher do for 
these people? As Blair points out, he needs to recognize 
reading as a lifelong process and therefore be prepared to 
0 promote development of its more mature aspects • .v 
Vlhile endeavoring to maintain a sequential reading pro-
gram, the teacher faces the difficu lt problem of adjus t i ng 
instruc t ion to meet the wide variation of individual differ-
ences which characterizes an average high school class. Yet 
a balanced program in reading needs to be based upon an ac-
commodation of ~ pupils. To proceed along any othe r line 
is to i gnore the fundamental truth that in all learning chil-
dren progress at different rates. It is important to real ize 
11 that t he .failure to adapt materials and instructions to the 
normal rate of learning of the individual child is the most 
important single cause of reading disability."3 
1 Count Korzybski as quoted in Emmett A. Betts, Foundations 
2f Re adiqg Instruction, American Book Company: Ne w York, 
19501 p. 83. 
2 Glenn M. Blair, Diagnostic ~ Remedial Teaching in Second-
ary Schools, The Macmillan Company: New York, 1947, p. 3. 
3 Guy L. Bond and Bertha Handlam, Adapting Instructions in 
Reading !£ Individual Di.fferences, University o.f Minnesota 
Press: Minneapolis, Minnesota, 1948 , p. 1. 
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Where the teacher gears his reading program to accommodate 
pupils' needs, he develops a perspective o£ the role it plays 
in the all-around development of his pupils. Approaching them 
on an indi v_idual basis, he views contact with the printed page 
as a form of experience which can do much to affect pupils' 
growing personalities. In this light, reading is a medium 
that might be used by the pupil to meet some of his personal 
and soc:lal needs. 1 Thus the language arts teacher might vis.-
ualize reading as something more than a continuation of funda-
mental habits and skills. 
In the past some teachers in the secondary schools £ailed 
to maint ain this point of view. The traditional schools often 
viewed reading as a tool rather than as a process. Regimented . 
instruction required that time be devoted to a reading lesson. 
Once the lesson was completed, instruction frequently ended 
and books were closed for the day. How different is the 
picture in many modern schools todayl 
The purposes and objectives have been extended in many 
programs so that reading experiences significantly share in 
the full development of a wholesome child who will be ade-
quately prepared to assume his role as a competent citizen. 
This is being accomplished: 
1 Emmett E. Betts, 2£• ~., p. 83. 
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••• by differentiation in instruction and reduction 
of regimentation; by socialization of the objectives 
of reading instruction; by emphasis on meaning and 
critical interpretation rather than upon drill; by 
recognition of individual and group interests and 
needs; and by careful guidance in learning when 
to use language and when to listen as well as how 
to use language.l ---
These approaches reflect the basic philosophy of a sound and 
well-balanced reading program. What might be the scope of such 
a program? 
Prof'essional literature points toward the organization of 
a reading program that is loosely divided into at least four 
overlapping areas of experience: developmental reading, re-
medial reading, guided individual reading, and reading for 
personal and social growth. While emphasizing these particular 
areas, most programs correlate reading with other communicative 
skills. In other words, many teachers begin with reading out 
of which may grow the other activities of the language arts 
program. The trend is, of course, toward integration so that 
each part of the program will have meaning for the pupils. 
Developmental reading seeks to promote greater efficiency 
in reading so that growth will be in harmony with the in-
creasing demands made upon pupils as they progress tbrough 
school. ~t the secondary level, the chief purpose of develop-
mental instruction is "to stimulate growth in ability to com-
prehend and interpret with increasing depth and clarity and to 
:c :rEr(!, P· 83. 
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prepare pupils to engage more independently and efficiently in 
study activities that involve reading.ul Pupils who have made 
normal progress participate in care£ully planned reading se-
quences, and the language arts teacher is expected to guide 
young people through these various levels. 
The developmental phase becomes remedial at the point 
where pupils need specific training in basic reading skills. 
In some schools remedial reading is accomplished through group 
instruction. Unfortunately some pupils still fail to progress 
in a group situation. Obviously they need help, and in many 
large schools special classes have been established to handle 
these severely handicapped readers. "Where it is not possible 
to have special classes, teachers should plan to help these 
pupils in regular classes during supervised study periods or 
at other periods especially scheduled for this purpose."2 
Another area of a modern reading program is guided in-
dividual reading. Its outstanding purposes are to develop 
reading interests , encourage wide reading for pleasure, and 
promote ·tastes and appreciation.3 If the teacher is to 
1 William s. Gray, "The Nature and Organization of Basic In-
struction in Reading," The Teaching of Reading : A Second 
Report , National Societ~or the Stuay of Education, Tfiirty-
Sixth Yearbook, Part One, Public School Publishing Company: 
Bloomington, Illinois, 1937, p. 124. 
2 George w. Norvell, Reading in ~ Secondarx School Progre~, 
New York State Education Department, The University of the 
State of New York Press: Albany, N. Y., 1952, p. 10. 
3 Myrtle Gustafson and Virginia Reid , Co-Chairmen, ~ ~­
guage Arts Guide - Grades Seven Through Twelve, Third Progress 
Report , Oakland Public Schools: Oakland, California , 1953, 
93-
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implement this aspect of the program, he nee ds to understand 
the role of the interest factor in the reading process . Gray 
points out: 
There is no doubt ~hat the entire process of reading 
is singularly aided by intense interest in finding 
out what a writer has to say, in reacting critically 
to the facts of the views presented, and in using 
them to guide one ' s subsequent behavior. No greater 
evidence is needed of the potency of interest than 
the growing efficiency of a poor reader after his 
interest in reading has been arouse~ ~~d he sees 
clearly its value and significance. 
But how does the teacher stinmlate and develop wholesome read-
ing interests? Certainly an understanding of young people and 
their ever expanding interest patterns is essential to provide 
them with reading experiences. These patterns are common to 
most adolescents and they have been identified in numerous 
studies . 2 
Of course , pupils• interests are often recognized by the 
teacher. Tb~ough oral and written communication yoLlllg people 
often reveal their i~ner thoughts , wbich the wise teacher uses 
to promote wide reading. Some teachers use the inventory tech-
nique while others interview pupils to determine hidden aspi -
rations. Other methods give3 significant evidence of the tre.n 
which recognizes the consideration of young people's interests 
as basic in a well- balanced reading program. 
1 William s. Gray, "Reading and Factors Influencing Reading 
Efficiency," Reading _±E: General Education, American Council 
on Education: Washington, D. c. , 1940, pp. 38-39. 
2 Myrtle Gustafson and Virginia Reid, op. £!..:!!,., pp . 104-111. 
3 Olive S. !Jiles and Margaret J. Early, "Adjusting to Ind:t-
vidual Di.fferences in English, n Warren English Profect, Bulle· 
No. 3 Boston University: Boston, E9iiiSachusetts, Apr 1, 1953, p. 4. 
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The teacher obviously needs to go beyond the i dentirica-
tion of pupils ' preferences . His exploration would be in vain 
if he could not provide the right book for the right child. 
To assist the busy teacher with this formidable problem, useru.l 
.annotated booklists have been published.l Where teachers seek 
to bring books to ~ pupils, they endorse the belief that a 
gr·eat quantity of good reading mater., al is neces-sary in a 
modern school program. 
The last phase of the reading prograru centers on reading 
for personal and social growth. It is through literature that 
the teacher hopes to achieve this end. Numerous sources pre-
sented the writer with considerable evidence illustrating the 
use of literature as a means to broaden understanding of life. 
There is nothing new about the idea of using literary ex-
perience to emphasize personal and social values. In the past 
teachers recognized the influence that literature might have on 
human behavior; however, they often neglected to emphasize its 
real value to young people. Such is not the practice in many 
schools today, where experience through literature has become 
the keystone .of a modern literature program. 
1 Books ~or You: 
Chicago, 1951;--
A Reading List ~ Teen-Agers, NCTE: 
Growing with Books, Hale and Company: Eau Claire, Wisconsin, 
1951. 
~ Reading, NC1~: Chicago, 1946. 
Reading Ladders for Human Relations, American Council on 
Education: Washington, D. c., 1949. 
Patterns !g Reading, American Library Association: Chicago, 
1954. 
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The first purpose of teaching literature is for the 
enric~~ent of personal living: to give to boys and 
girls and young people a deep sense of pleasure in 
books--a recognition of the fact that . the experience 
of reading literature is, in and of itself, one of 
life's real satisfactions.! 
The increasing awareness of literature as a form of ex-
perience has led some teachers to re-examine their curricula. 
The more progressive teachers discovered that the early clas-
sical emphasis in reading proved to be inadequate to meet the 
literary needs of young people today. They turned to con-
temporary writings in their search for more suitable materials. 
Does this mean that language arts teachers need to leave the 
traditional classics by the wayside? 
On the contrary, in some schools today an intensive study 
of a classic has been reconnnended for various reasons. It has 
been read to promote reading efficiency of the best that man 
has v~itten so that young people might appreciate the con-
tinuity of human experience. Also, a classic has been used to 
introduce young people to good literature which can serve as 
a basis for comparison with the cheap literature of the news-
stand. Some teachers now supplement this study, however, with 
opportunities to explore areas associated with the common 
reading. Still other teachers progress from current literature 
to traditional types, using them to illLmdnate the contemporary 
scene. 
1 Dora v. Smith "The Goals of the Literature Period and the 
Grade Se~uence of Desirable Experiences~." Improving Reading in 
All Curr1culum Areas, William s. Gray, ~ditor, Supplementary--
Educational Monograph No. 76, University of Chicago Press: 
November, 1952, p. 188. 
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\Ve have not abandoned the older li terat.ure, however 1 but we are re-evaluating our approaches to the older 
literature, our reasons for using it, and the place 
at which it can most advantageously be introduced 
into the natural life of the student. We need not, 
therefore, drop the older literature as long as 
pupils can see a reason and a purpose for it. It is 
the old and now inadequate approaches that we must 
drop.l 
Thus the real concern of alert teachers is not the classics 
themselves but the approaches that have failed to produce 
"lovers of literature." What are some of these questionable 
procedures? 
Literature has been presented as a means to achieve social 
status. In other words, a great author has not been read to 
open the minds and hearts of young people. 11 The attempt to 
read a piece because reading 11 will give the individual the 
right !£ claim ~ rank 2£ station or because the right people 
have also read the book is basically false and undemocratic. 11 2 
To make the situation even more difficult for pup~ls, 
some teachers have examined literature microscopically. 3 This 
magnification has served to distort the pupil's appreciation 
of the work as a whole. IVIinute analysis, it seems to the 
1 Robert Jay, "Trends in Literature in the High School," 
Curriculum Bulletin, No. 135, University of Oregon: February, 
1954, p. 4. 
2 Lou La Brant, t'American Culture and Tea ching of Literature," 
Reading in General Education, Willirua S. Gray, Editor, Ameri-
can Council on Education: Washington, D. c., 1940, p . 199. 
3 Hugh B. Wood, 11 The Development of a Language Arts Program,'' 
Curriculum Bulletin, No. 87, University of Oregon: July, 1951, 
p. 16. 
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vvri ter, is for the future producer of literature, and not for 
the consumer who may some day be laying brick or directing 
traffic. 
Still other teachers have i gnored the pupil's personal 
interaction with literature. Too often in the past (and, no 
doubt, in some schools today) a red carpet has been rolled out 
upon the presentation of literature for study. 11!h:h§. is a 
great work of' artlu has served as an introductory statement as 
reluctru1t pupils prepared for an onslaught of' praise. Instead 
of' being bridged, the gap between the author and pupils became 
widened by the teacher whose own reactions allowed little time 
for pupi ls to express their opinions about the author's inter-
pretation of life. Pupils rejected the teacher's belief that 
there was a single way to respond to a literary situation. 
Wnat have been the results of this approach? The writer is 
aware of one--a definition of a classic given by a dissatisfied 
pupil: 11 0h, that 1 s the book the teacher likes1 11 
These unsuccessful approaches prompted many language arts 
teachers to search for more adequate ways to promote meaningful 
literary experiences for young people. In the realm of litera-
ture study, the rubbish of the past has been swept away while 
the highway of literature teaching has become marked with newer 
guideposts. These current practices serve as the basis for the 
follo\dng chapter where the writer hopes to reflect contempo-
rary thought with specific attention to the teaching of dramat-
ic literature. His intention is merely to point _the way toward 
a clearer understandin problem. 
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CHAPTER II 
TRENDS I N THE TEACHING OF DRAMATIC LITERATURE 
DIFFICULTIES IN REA,.DING DRl'iMA 
As the language arts teacher approaches a play, paramount 
i n his mind is the chief purpose of introducing i t to young 
people. Few teachers will disagree that the central objective 
is to help pupils enjoy the unfolding tale. 11AyJ there's . the 
rub"--how does a teacher promote enjoyment of dramatic litera-
ture? 
Drama is considered by some authorities to be the most 
di£ricul t form or literature that young people study. 
1\nd, too, it Lir~ is a form of literature rar more 
difficult for high school pupils to grasp than is any 
other rorm that you will attempt with them11 
One of the reasons is that students are disturbed by its 
highly specialized form. Because of the divisions of a drama 
into acts and scenes, pupils l~ve difficulty in understanding 
the plot. Novels or short stories usually present plots that 
move along without abruptly shifting the reader's attention 
from one scene to another. But in drama, especially Shake-
spearean, young readers are required to rollow the plot of a 
play which rapidly carries them through five acts and man y 
1 Lucia B. M~rrielees, Teaching Composition and Liter ature in 
the Junior and Senior High School; · Revised ' ~dition, Harcourt, 
Brace and Company: Ne w York, 1953, p. 436. 
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alternating scenes, often far separated in place and time. 
Unlike other forms or literature, a play starts with a 
list of characters. In a novel or a short story, these char-
acters are introduced at intervals by the author, who ordi-
narily remains with them throughout the unfolding plot. But 
in a play, the dramatist usually retires from the scene; he 
does not, therefore, have the liberty or stopping the flow or 
the tale to comment on the actions or his characters. 
High school readers or fiction have become accustomed to 
having the author guide them tru~ough the pages or his book. 
He actually sees and hears for them. Such is not the case in 
reading dramatic literature. Once the dramatist finishes his 
play, the reader must independently interpret the action. 
Orten the language used by the dramatist presents another 
barrier to pupils' comprehension. Certainly this is the case 
in reading Shakespeare . His extensive vocabulary challenges 
every reader who desires to appreciate his plays. 
Under proper guidance many of these difficulties can be 
overcome. In helping the pupils to surmount them the teacher 
employs no magic formula. He simply faces the situation 
squarely by asking himself, "How does one read a play?" 
The teacher needs to consider how far removed a pupil is 
from the real traffic of the stage. uA play exists," as Frank 
O'Hara and Margueritte Bro emphasize, 11 only in the moments of' 
its production and to try to enter into an experience of 
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theater with the aid of only a script is a challenge to the 
imagination."l The literary experience involved requires a 
pupil to become a creative reader of drama. 
ABILITIES I N READING DRAMA 
To read a play creatively, a pupil needs to call upon 
abilities which are above and beyond those normally associated 
with other forms of prose. Some of these abilities seem to 
be : (1 ) ability to create the setting from the meager clues 
given, (2) ability to follow the plot entirely through con-
versation, (3) ability to note the interaction of characters 
1rlth little assistance from the author, and (4) ability to 
adjust 1 .. eading rate to accommodate the difficulties inherent 
in reading drama.2 
If an exercise of these abilities promotes interpretive 
power, how can an immature reader acquire them? This question 
cannot be easily answered. Yet significant trends indicate 
that some teachers , dissatisfied with what they have done with 
dramatic litera tul"e, are searching for an answer to their 
common problem. ~Vhat are some of these trends? 
l Frank O'Hara and Margueritte Bro, · Invitation to the Theatre , 
Harper and Brothers: New York, 1951, p. vii. 
2 Dora v. Smith, The .English Langqage. ~~ p. 400. 
Isabel Kincheloe, "Promoting Growth in Interpreting \i1Jhat is 
Read in the Light of Its Broader Context in Grades Eleven to 
Fourteen, 11 Promoting Growth Tovmrd Maturity in Tnterpreting 
~ ~ ~~ Wi lliam s. Gray, Editor, Supplementary Educa-
tional Monograph No. 74, University of Chicago Press: 
November, 1951, P• 134. 
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READING READINESS AND DRAMATIC LITERATURE 
Muc h has been done in the elementary school to prepare 
children to read. Elaborate reading readiness programs lay 
the groundwork for the young reader's f'irst great adventure 
with the printed word.l Now the idea of readiness has been ex-
tended to include reading at any level of' instruction. 
The teacher's acceptance of the reading readiness concept 
results i n a consideration of the experience background of' his 
pupils. "To what extent are my pupils prepared to cope wi t h 
this play?" is a question that becomes his concern before they 
embark upon a journey into the playwright 's recorded experienca 
In reading 'Tnor..ritan Wilder 1 s .9E.£. Town, f'or example, pupils need 
to be ready to approach the dialect as well as the literary 
f'orm, which might f'rustrate the immature reader. 
The major dif'ficulties in reading in general education 
are not difficulties of mechanics; they are rather 
difficulties in a lack of a coin to use as a medium 
for the exchange of ideas, an actual lack of accu-
rate~y ri~h and meaningful concepts, a poverty of' 
mean~ngs . 
In "Teaching Selections in Reading," Bond illustrates how 
he would develop readiness for reading a play, ~ Man ~ 
1 Ruth Jensen and others, Reading 1Q ~ Primary School -
A Reading Readiness Program, Curriculum Bulletin, Vol . IX , 
No. 3, Milwaukee Public Schools: 1952. 
2 Edgar Dale, "Relation of Reading to Other Forms of Learn -
ing," Reading ill General Education, Williams. Gray, Editor, 
American Cotmcil on Education: Washington, D. c., 1940, p . 54. 
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Taught Lincoln by Bernard Reines.l In order to build an ex-
perience background for an interpretation of the drama, Bond 
would resort to discussion and the use of audio-visual aids. 
Those concepts needed for reading the selection are to be 
learned before the actual reading begins. 
vVhen the principle of readiness is viewed in its broader 
meE).ning, the alert teacher discovers "that the only effective 
preparation of any specific learning is to grow into it. 11 2 
Reading readiness needs to be treated as a developmental ex-
perience. This factor is ignored by the teacher who plunges 
a group into the reading of Shakespeare for the first time 
without adequate preparation. His unsequential approach m~ight 
promote an intense dislike for the draLmtist on the part of 
some, if not all, of the pupils. 
Outstanding authorities suggest the characteristics of 
good sequence as it applies to the reading of dramatic litera-
ture. La Brant believes that the first play should be "a 
bridge between the story and the bare dramatic form. 11 3 She 
endorses t he use of Barrie's plays for this purpose because 
their r evealing comments about the characters help the un-
sophisticated reader over the hurdles of his first encounter 
1 Guy L. Bond, "Teaching Selections in Reading,"~ Road to 
Better Reading, Bureau of Secondary Curriculum Development: 
Albany, 1953, pp. 30-41. 
2 James Mursell, Successful Teaching, second edition, i\ilcGraw_ 
Hill Book Company, Inc.: New York, 1954, p. 227. 
3 Lou La Brant, We Teach English, p. 284. 
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with dramatic form. 
vVhile presenting bibliographical material for the teacher, 
Mirrielees suggests the first steps in the teaching of dramatic 
literature. 1 Through creative dramatics young people might 
becom~e familiar with some of the techniques and problems of 
the playwright. Numerous schools seem to endorse this idea. 
In Denver, for example, pupils are encouraged to dramatize a 
story or an historical event: 
Suppose a group of 7B boys who had read John Tunis' 
All-American chose to present it to the class 
through creative dramatization. In a meeting with 
their teacher they might elect a chairn~n, sel~ct 
incidents to be presented, and delegate parts. 
Easy one-act plays could very well follow creative dra-
matics. As understanding broadens, the teacher might intro-
-
duce pupils to more difficult plays with the culminating 
experience centered on the more advanced Shakespearean plays . 
Such a plan promotes a broader perspective and gives emphasis 
to the importance of an organized reading program, initiated 
in the elementary school and terminated in high school or 
college. 
1 Lucia B. Mirrielees, op. ~., pp. 458-459. 
2 Maude I. Smith and s. Lillian Symon prepared in cooperation 
with a Literature Committee, Literature Guide for Use in 
Junior Hi~~ Schools, Denver Public Schools: Denver, Colorado, 
1951, p. • 
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To develop mature readers, we must first recognize 
our common goals; we must then see each goal il-
lustrated at each growth level so that we see the 
developmental sequence as a whole. 
If the elaborate programs outlined in some courses of 
study are observed by the teachers, it is possible to con-
clude that some schools are making a united effort to guide 
young people along a reading highway marked with increasing 
stages of development. When this spiraling of instruction 
occurs, pupils stand a chance to develop t .he power which en-
ables them to approach the more difficult forms of reading 
such as drruna. If pupils are to gain the necessary skills for 
interpreting drama, "careful and extensive practice through-
out the high school and college is essential if such skills 
are developed."2 
AI~IS I N TEACHING DRAiioU\TIC LITERATURE 
Numerous broad aims have been outlined for teaching drama 
to young people. As with any form of literature, chief among 
these purposes is the presentation of the material in terms of 
the needs of pupils and the age in which they live and seek 
meaning . While endorsing classical subject matter , the new 
program emphasizes life adjustment through the medium of 
literature. 
1 Lue l la B. Cook, "Development of Power in Identif ying Glues 
to Meaning, 11 Promoting Growth Toward l\1aturi ty in Interpreting 
What is ~~ William s . Gray, Editor, Supplementary Educa-
tional Monograph No. 74, University of Chicago Press: 
November , 1951, p . 118. 
2 Dora v. Smith, ~English Language Arts, p . 400 . 
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The question is not whether a youngster 'knows' 
Julius Caesar but what from Julius· Caesar works in 
him. It may be more important for him to hurl 
' Et tu, Brute' as an epithet in the corridor than 
to be able to scan the blank verse. There may be 
more complex and elevated consequences ••• a sense 
of the varied motives that move people to extreme 
acts; and for some, a complete awareness of the 
part of the lives of these ancient people unfolded 
in the play that is built into what they know of 
people.l 
Here is the important emphasis that characterizes a modern pro-
gram in dramatic literature. Such a program no longer treats 
plays merely as literary heritage. Instead, they are presented 
"as an explanation of life and personality, closely related to 
the reader and his actions."2 
••• a start at personality evaluation leading to a 
better understanding of themselves and others can 
be made by directing their reading of Julius Caesar 
toward an analysis of the strength and weakness of 
the realist as seen in Cassius and of the idealist 
as shown in Brutus.3 
Before the literary experience of a play can be brought 
to bear fully upon young peoples' lives, they must interact 
with the playwright. No interaction occurs withou_t interpreta-
tion of the printed symbols. Wbat methods can the teacher use 
to promote interpretation? 
1 Porter G. Perrin, "English is not a Bookish Subject," 
College of Education Record, University of Washington, Vol. 14, 
No. 5, March, 1948, pp. 65-66. 
2 Dorothy Dakin, How to Teach ~igh School English, D. c. Heath 
and Company: Boston, 1947, p. ~~ 
3 Lois Anne Dilley, "Techniques in Improving AbilitK to Inter-
pret Vfuat is Read in Junior and Senior High Schools , 1 Classroom 
Techniques in Improving Reading , William s. Gray, Editor , 
Supplementary Educational Monograph No. 67, University of 
Chicago Press: October, 1949, p. 39. 
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METHODS OF TEACHING DRATMTIC LITERATURE 
Pupils are expected to form sensory images from the 
meager suggestions provided. Unfortunately many high school 
pupils cannot create a personal motion picture show in their 
minds. With mental images that are impressionisti c, they lack 
one of the basic foundations for developing understanding. 
vVhat can the teacher do to help them fill in the details which 
the dramatist has left out? It is necessary to poin t up the 
importance of visualization. Before this step is taken, how-
ever, Iviirr•ielees suggests that the teacher discover his own 
ability to see what t;he dramatist has portrayed.l 
Self-analysis might reveal to the teacher how the power 
to visualize depends, in part, upon his experience background. 
"Rome--A Street" means something to him that approximates the 
playwright's intentions, but to the young reader it might mean 
bus e s, skyscrapers, a local hardware store. Semanticists point 
out the importance of a referent. Without direct or vicarious 
experience of Rome, the student's interpretation of this s yrabol 
can hardly parallel that of the playwright. To enable young 
people to understand the situation, some teachers provide them. 
with mental content through the use of audio-visual aids and 
field t rips. 
Of course, the teacher himself can do much to sharpen t he 
imagination of his class. Reflecting upon his visits to t he 
legitimate theater , he can recall the setting and the char-
1 Lucia B. Mirrielees, 22• cit., p. 339. 
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acters for the benefit of the class. Such an approach could 
be a cooperative one, with pupils making sensory responses to 
such questions as: 
Decide upon the time of day; discuss the lighting 
that a director might want to use. So, too, for the 
characters as each enters. What manner of man is he? 
How dressed? How does he bear himself? As you read 
on, picture with the class the action: Does the 
character stand or sit? Is his bearing haughty or 
subservient?l 
By working together, the teacher prepares the young reader for 
the time when he will independently seek the background of a 
play. 
The ability to form sensory impressions can be acquired 
through dramatization. Dakin says, 11 Because visualization is 
so important in reading plays, class dramatizations have a 
definite place in your teaching procedure. 11 2 Done without 
memorization or elaborate stage settings, these performances 
might stimulate the imaginative process and thus enable the 
pupil to return to the play with some idea of what he is to 
see with his mind's eye. 
Still another way to evoke mental images is through oral 
interpretation by the teacher. Skillful oral reading has more 
than once given the breath of life to a play. Mursell de-
scribes the actions of a teacher whose rendition of the first 
scene from Hamlet fou_~d its mark: 
1 Dorothy Dakin, £E• £!!., pp. 273-274. 
2 Ibid, p. 276. 
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' She developed ~ ~ scene most impressively--the 
darkling-enshrouded castle, the sound o~ .the sea, 
the chilly ~rightened soldiers grouping about, the 
emergence of the ghost. She read excerpts from 
the play, interspersed with comments o~ her own. 
The class was enthralledl One could have heard 
the proverbial pin drop. 
Visualization might be encouraged through a diagram of 
the stage setting. In the reading of Eugene O'Neill's one-act 
play~~ for example, pupils could practice this suggestion. 
After reading the introduction to the scene, a pupil might 
11 draw a plan for the setting on the blackboard with help from 
the other students, who should be allowed to consult their 
texts for details. 11 2 
Pupils need to imagine the movement of each character. 
With assistance from the teacher, they might become more sen-
sitive to this action. \¥hen changes of position begin to 
occur, the teacher might encourage his pupils to consider the 
developing situation. In a play like Trystlng Place, where 
much of the enjoyment hinges on the reader's ability to see 
the action, the wise teacher establishes a clear understanding 
of the setting and the limitations it places upon the movement 
o:f the players.3 
1 James Mursell, ££• ~., p. 41. 
2 Robert c. Pooley, Walter Blair, Theodore Hornberger, and 
Paul Farmer, Guidebook!££ the United States in Literature, 
Scott, Foresw~n, and Company: New York, 1954, p. 216. 
3 Wil_iam s. Gray, Robert c. Pooley, Irvin c. Poley, J. c. 
Leyda, and Lillian J. Zellhoefer, Guidebook for Explor:tng ~ 
Through LiteratL~e, Scott, Foresman, and Company: New York, 
1951, p. 55. 
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Special consideration needs to be given to the implied 
actions of the characters, especially in Shakespeare's plays, 
whe1•e limited stage directions give meager suggestions of move -
ment. Unless the young reader is led to interpolate the actiOP, 
he rrdgbt conceivably never move the actors around in the 
theater of his mind. The simple use of the soliloquy or the 
aside remark can puzzle the unsophisticated reader. ~n ex-
planation of these devices enlightens the pupil and gives 
meaning to his interpretation of the action. 
Shakespeare 's poetry, too, might interfere with the young 
reader's visualization of his plays.l An understanding of the 
pla~vright's use of figurative speech and other techniques 
providesyoung people with the ability to interpret Shakespeare' 
versification. What can the teacher do? Perhaps he might ask 
himself, "Are my pupils ready to tackle this problem?" 
If they [j;mpil:~1] turn away from Macbeth, the 
chru1ces are that they are baffled, among other 
tlrlngs , by the figures of speech with wlrlch the 
play is richly overlaid. In other words, they 
need to be made fready' for mature kinds of 
appreciation.2 · 
Hovious believes it is unfair to use Shakespeare's plays for 
practice material.3 Furthermore, pupils might rapidly become 
discouraged trying to deal with Shakespeare's rich figurative 
l anguage. Obviously they need preparation. 
1 Dorothy Dakin, £E• ~., p. 282. 
2 Carol Hovious, 2£• £!!., p. 3. 
3 ,lliE., p. 12. 
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With ~ome background knowledge of poetry, it seems that 
pupils should be ready to turn to Shakespeare. While reading 
one of his plays, they could be directed to observe the drama-
tist's use of vivid i~~gery to help them visualize and under-
stand t he action. The alert teacher, however, remembers to 
avoid overanalysis. This has been one of the cardinal sins i n 
teaching Shakespeare. Dakin encourages the teacr.ter to avoid 
it by asking him to keep in mind this thought, "I will not 
force upon my pupils my o~vn likes; I will not overanalyze; and 
I will not demand appreciation of that which is beyond their 
years."l 
Care needs to be taken, too, in a consideration of Shake-
speare 1 s use of blank verse. Most authorities suggest that 
teachers touch upon it lightly through oral reading. It seems 
unwise to embark upon a detailed study of prosody. An un-
usually mature pupil mieht be interested in scansion, but most 
pupils find little joy in it. 
Surely one can enjoy a good line without thinking 
whether it is iambic or dactyl, pentameter or 
hexameter ••• It should be enough for most high 
school readers to know that the English language 
uses accent in verse, and that the good writer 
uses the rh:vthm to enrich his phrases and not to 
spoil them.~ 
The ability to follow the course of' action is necessary 
for interpretive reading of drama. In order to understand 
fully the un£olding plot it appears that young people need to 
1 Dorothy Dakin, 2£• cit., p. 288. 
2 Lou La Brant, ~ Teach English, p. 294. 
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see the organizational pattern through which the playwright 
presents his idea. The f'undamental principles of dramatic 
structure, then, are often included in the study of a particu-
lar play. 1 
While authorities recommend analysis of design, they are 
quick to emphasize the pitfalls associated with this approach. 
Throughout her discussion of plot structure, Dakin outlines 
steps for progressive development of the ability to sense 
dramatic movement. "In the early grades," she says, 11 it; may 
be handled by having students make a brief' statement of what 
is accomplished in each scene. 11 2 This might be followed by 
having older pupils develop a simple outline of the action: 
Introduction: A statement of setting, antecedent 
action, introduction of' characters, the first in-
cident of the struggle. 
Rising Action: A statement of several (not nec-
essarily all) of the steps in the struggle. 
TL~ning Point: A statement of the incident that 
marks the point at which the action turns f'or or 
against the leading characters. 
Conclusion: A statement of the result of the 
s t ruggle.3 
Some pupils will need help in realizing that a play, un-
like a story, begins close to the climax. In Julius Caesar, 
for example, Caesar has defeated Pompey's faction and is 
about ready to make a triumphant march through the streets of 
1 J. N. Hook, .9.12• cit., p. 166. 
2 Dorothy Dakin, .9.12• cit., p . 279. 
3 ~' p. 279. 
48 
Rome. One way pupils can be led to discover this background 
is through the introductory speeches. They might also search 
for the developing motif which will serve as the focal point 
of the action. 
Value in seeing the pattern might come when the pupil re-
lat es the playwright's tech..niques to the play as a whole. 11 Too 
often," as Rosenblatt points out, "these methods of analysis 
become forms of activity seen as ends in themselves and as the 
major business of literary study.nl It is important for the 
teacher to realize that appreciation and enjoJ~ent of dramatic 
artistry may be achieved if there is also a parallel extension 
of insight int o human understanding. 
For effective communication with the playwrigh t, pupils 
need to follow the interaction of the characters . To help 
t hem the teacher might begin by showing that character por-
trayal in drama differs from th~t in other forms of prose. In 
the novel, the author speaks for himsel~, while in a play the 
dramatist spe aks through the characters. Young people may 
realiz e this fact if the teacher leads them to discover the 
meth ods used by the playwright to delineate character. 
The mature reader of plays knows that his understandin g 
of the characters and their motives is derived by: (1) n oting 
what they say about themselves and others, (2) observing what 
1 · Louise M. Rosenblatt, "The Enriching Values in Reading ," 
Reading in !:!! Age of ~ Communication, William s . Gray, 
Editor, English Monograph No. 17~ NCTE, Appleton-Century-
Crofts, Inc.: New York, 1949, p. 37. 
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they do, and (3) searching for implied meanings in t heir be-
havior. The teacher could find specific examples to illus-
trate these situations so that young people might develop 
maturity in this respect. 
The approach to character analysis is gradual. In the 
junior high school, perhaps only the most obvious character 
traits need be recognized.l As the pupils advance in school, 
t hey misht seek a deeper interpretation of the action. 
Remember that your plan of teaching should be pro-
gressive. Vf.hen you consider plays with your juniors 
and seniors, the study and outside reading should 
concern itself more with the development of char-
acter, the social and philosophic problems presented, 
the interpretation of lines, and the deft unfolding 
of plot that does your work with younger pupils.2 
A word of caution seems wise here, since some teachers have 
stripped characters to the bone, leaving the class with an 
unpleasant recollection of a protracted study. Is tl1is sound 
teaching? Dakin says no.3 
Yet the interpretation of character behavior remains as 
one of the most important skills in reading dramatic fiction. 
It see1~ proper to recognize this as a fact, since the exercise 
of the other abilities points toward the development of a mind 
responsive to the motivating purposes of a character. If a 
pupil lacks efficiency in deciphering them, he fails to live 
1 Dorothy Dakin, £E• ~. , p. 278. 
2 Lucia B. Mirrielees, £E• £11., p. 450. 
3 Dorothy Dakin, £E• cit., p. 278. 
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completely through the play, touching only the surface, and 
ending with a shallow literary experience. 
The teacher can enrich experience in terms of' the Ln jor 
purp ose of' introducing t h e literature to young people. If' it 
is to be used as a medium to broaden pupils' understanding of' 
themselves and others, it seems necessary to keep this focus 
in mind while a thoughtful intel"pretation of' the characters is 
in progress. Provision for personal and social development 
has been included in many dramatic literature units. In a 
senior language arts class, for instance: 
We studied human nature when we studied Macbeth be~ 
cause Macbeth is a story of' a nobleman who brought 
disaster to his family, his friends, and himself' by 
an uncontrolled ambition for power. The characters 
in Macbeth might well be people of' today, exce p t for 
'differences in customs and belief's. 
If' every person could better understand himself', he 
probably could better understand his associates. 
Since we learned a little about how a person's motives 
are related to his actions, as indicated in Macbeth, 
maybe we can learn a little more about people by 
studying more literary selections.l 
While this may be one way to deepen personal and social in-
sight, the teacher can expect the pupils to achieve the 
desired perspective only thl ... ough the exercise of' numerous 
interpretive processes. These are associated with the act 
of' analyzing characters. 
Various activities have been recommended to encourag e 
reading plays for full meaning. The extent to which the 
1 W. W. Trent, State Superintendent, The Teaching£! Reading -
Grades 4-12, West Virgin ia State Department of' .Education: 
1949, p. 105. 
'goston UniversitY\' 
School of Educatio~ 
LibrarY. 
. , _,_ ..... . 
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teacher uses these activities depends upon "the knowledge, 
abilities, and interests of the particular group and upon the 
expressional characteristics of the specific communication."l 
Obviously, then, the wise teacher adjusts his approach to ac-
commodate these variables. 
Where pupils are potentially capable of reading a play at 
the interpretive level of appre?iation, the teacher might pro-
mote compe t ence in various ways. In an excellent article, 
Gainsburg2 outlines his approach toward the development of 
sensitivity in play reading that could result in heightened 
satisfaction and understanding. Conrad3 considers the prob-
lem in almost the same light. Still another source4 provides 
an insight into interpretation and analysis as it applies to 
reading in general. The suggestions found in these various 
articles serve as a basis for the v~iter 1 s illustration of 
one procedure in character analysis. 
As the writer's source unit centers on Juli~s Caesar, he 
has selected the following dialogue from the second scene of 
act one: 
1 Isabel Kincheloe, £E• £1!., p. 134. 
2 Joseph c. Gainsburg, 11 Play-readiilg with Dynamic Meaning," 
English Journal, October, 1952, Vol. ·41, pp . 403-410. 
3 ~av1rence H •. Conr:_t;d, Advanced Reading-! Program for ~ 
Jun1or and Sen1or High School, Progressive Education Associa-
tion: New York, N. Y., 1937, pp. 16-20. 
4 Ray Abney, T. H. Allen, Aliece Anderson, E. Shaw, and M:erti 
Vaugh, Development of Reading - Study Skills !g Secondary 
Schools, Port Arth~~ Public Schools: Port Arthur, Texas, 
1950, pp. 92-98. 
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ill you go see the order of the course? 
Not I. 
I pray you, do. 
I am not gamesome: I do lack some part 
Of that quick spirit that is in Antony. 
Let me not hinder, Cassius, your desires; 
I'll leave you. 
Brutus , I do observe you now of late: 
I have not from your eyes that gentleness 
And show of love as I was wont to have: 
You bear too stubborn and too strange a hand 
Over your friend that loves you. 
Cassius, 
Be not deceived: if I have veiled my look, 
I turn the trouble of my countenance 
Merely upon myself. Vexed I am 
Of .late with passions of some difference, 
Conceptions only proper to myself, 
~Vhich give some soil perhaps to my behaviours; 
But let not therefore my good friends be grieved--
Among which number, Cassius, be you one--
Nor construe any further my neglect, 
Than that poor Brutus, -with himself at war , 
Forgets the shows of love to other men. 
Then, Brutus, I have much mistook your passion; 
By means whereof this breast of mine hath buried 
Thoughts of great value, worthy cogitations. 
Tell me, good Brutus, can you see your face? 
No , Cassius; for the eye sees not itself, 
But by reflection by some other things. 
Analysis of this situation might commence with oral read-
ing by a pupil. The teacher may comment upon the problem o£ 
conveying to the class an adequate interpretation of the lines. 
Perhaps a second volunteer might also try to recreate the 
emotional background of each character. If the class observes 
a difference in these oral interpretations, the teacher can 
ask, "What do we need to do before we ca..'l"l determine which of 
these two readings is better?" 
There are various steps that the pupils might take to 
answer this inquiry. Perhaps they might start by examining 
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the signific~~ce o~ a literary experience. It begins with a 
stimulus , the printed word. Vv.hile no two pupils respond ex-
actly the sa1ne to a symbol, it seems possible that the group 
oan work toward a cornnon understanding o~ the key words upon 
which much of the meaning is derived. The teacher may direct 
the pupilsr attention to the contextual clues to ascertain 
meanings. Brutus, for instance, says, "I have veiled my look." 
The surrounding words can bring to light the meaning of veiled. 
Many words may have to be considered before the class pro-
ceeds to another step. Vf.here difficulty arises \rlth a partic-
ular word , the young people may have to turn from the context 
to a footnote or to the teacher for assistance. Collaboration 
might lead the pupils to revise their responses to the various 
words under examination and thus alter their initial inter-
pretation of the entire selection. 
Once a general agreement has been reached as to word 
meanings the class might explore the underlying significance 
of the conversation. Pupils "read between the lines" to seek 
the how and the why of the action in order to interact appro-
priately with the characters. They search for clues 11inserted 
by the author to provide the richer and deeper meanings , that 
for the sake of artistry and interest, he care£ully avoids 
explaining directly."l The teacher can assist them to seek 
submerged meanings through these inferential clues. 
1 Joseph c. Gainsburg , Q£• ~., p. 406 . 
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Students become aware of these implied meanings when 
they are being made the. basis of spec':tfic study under 
the guidance of skilled teachers. As they attempt 
to supply missing meani ngs there is danger of error. 
Without proper guidance students may be expected to 
mE.ke wron~ inferences and to reach incorrect con-
clusions. 
Brutus, for ex~1ple, says: 
Cassius, 
Be not deceived. If I have veiled my look, 
I turn the trouble of my cottntenance 
Merely upon myself. 
The teacher might lead the class as it attempts to fathom 
Brutus' frame of mind. "U"Jhy is he troubled? V1hat are the deep 
thoughts which lie behind these words? Inquiries such as these 
could expose inner feelings and thus promote greater under-
standing of motives. 
Another phase of analysis occurs when the teacher provides 
the inferential meaning and asks the class to discover the clue 
that produced it .2 Cassius hints at his plan to sound out 
Brutus to see if he is willing to share in the forthcoming 
conspiracy: 
Then, Brutus, I have much mistook your passion; .· 
By means whereof this breast of mine hath buried 
Thoughts of great value, worthy cogitations, 
Tell me, good Brutus , can you see your face? 
At this point the teacher could merely let the class determine 
mea._n.ing Yd t h out considerable assistance. Of course, the 
teacher cannot completely withdraw, because it takes much 
1 Ray Abney, T •. H. Allen, Aliece Anderson, E . Shaw, and Mertle 
Vaugh, 2E• £!!., p. 95 . 
2 Joseph c. Gainsburg , 2£• ~·~ p. 407. 
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experience before pupils will be able to find clues and to ask 
themselves revealing questions. Perhaps the teacher might ask , 
11 How do we know Cassius is up to something? 11 
Still another step is concerned with the pupil's back-
ground of experience. To what extent can the pupil recall ex-
periences which will help lum to infer feeling? The answer 
to this question is important since the degree of his inter-
pretation is governed, in part, by his ability to sense the 
I'ela tionship between the li terapy situation and his 0\'Vl.l. ex-
periences . Too often, young people fail to enrich their read-
ing in this manner. 
The teacher could, of cot~se, emphasize the importance of 
experience in the development of appreciative interpretation. 
Brutus has been bothered by his own conflicting emotions to 
such an extent that 11 he forgets the shows of love to other 
men . 11 Pupils might have had parallel feelings, and they can 
be recalled to personalize their reading. 11Have you ever been 
so disturbed mentally that you ignore your friends?" is a 
question that might evoke an experience to tr..row light on 
Brutus' e motions . When pupils compare and connect Brutus' 
mental turmoil with similar experiences of their ovm, they 
weave a fabric of meaning whi ch is significant to them. In 
actual life, the understanding of people follows along similar 
lines. 
F'usion of a pupil's personality with that of a character 
vivifies reading. As this extended illustration indicates, 
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it comes when the young reader has successfully interpreted 
the emotions that beset the characters. At this point, these 
characters are no longer stuffed figures . Instead, they are 
real people who can be ~ and heard. With the help of the 
teacher, the pupils might visualize and 11audize 11 them. An 
appropriate question at this stage of the analysis might be, 
"Can you see and hear Brutus apologize to Cas.s.ius? 11 Perhaps, 
the teacher might read a few lines to emphasize the importance 
of intonation. 
The final step in this approach might include oral inter-
pretation by the pupils who read at the beginning of the ex-
ercise. Of course, other pupils could join in, too, so as to 
determine classwise understanding of the situation. The 
analysis should result in a greater depth of insight as the 
pupils reconstruct the situation. 
While there may be value in this "slow motion" procedure, 
the teacher needs to use it wisely. Gainsburg sounds the key-
note in this respect:. 
It certainly should not be believed that the entire 
play, word for word, should be, or can be, gone into 
with such minute detail. But selec·lied portions of 
it ·!;rea ted in this manner will help to induct the 
class into the technique of mental-aural images and 
into the keen awareness of the atmosphere.l 
Another caution seems necessary. ~lhile encouraging young 
people to read the dialogue carefully, the wise teacher re-
spects their own personal responses. Too often, however, 
1 ~' p. 410. 
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pupils read with t he eyes of the teacher instead of their own. 
To impose a single and definite interpretation is to negate 
ind ividual responses. If reading a play is to be a personal 
e xperience, these reactions need to be recognized. 
There will not be an absolute a greement about the 
nature of the experience offered by the work. There 
can be, however, a basis of common understanding of 
the work. The standards by which each reader judges 
it may become clearer. Awareness of the personal 
reasons for differences of interpretation will be 
fostered.l 
The writer has attempted to outline some of the steps a 
teacher might follow to promote interpretive skills for char-
a cter analysis. There should be no implication here t h at a 
definitive plan has been suggested and that it should be used 
with all pupils. No doubt omissions have been ma de since the 
study of characters mi ght necessarily embrace countless other 
interrelated factors such as the influence of setting upon 
character. The a t tempt, then~ remains as only one approach 
to a very challenging problem. 
After you have read the drama, you and your pupils 
should determine upon the purpose of the author: 
·wh a t does the writer mean to show? And then have 
the students indicate how the characters and the 
situations exemplify the theme.2 
The writer feels that young people need to maintain an 
inquiring attitude toward a play in order to identify the 
dramatic author 's point of view. v'Vhat problem has he presental 
1 Louise M. Rosenblatt, ££• £11., p. 29. 
2 Dorothy Dakin, ££• £!!., p. 281. 
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Vlhat is he trying to do with his words? Has he been anxious 
to persuade, amuse, or inform? Or is he merely presenting 
situations for the reader to draw his own conclusions? These 
are some questions the teacher might ask in promoting the 
ability to make critical judgments about ·the author's comments 
on life. 
'rhe teacher could illustrate to the class how a dramatist 
reveals his intent. Characters, of course, have served for 
this purpose. For example, in The Happy Journey to Trenton 
~ Camden, Thornton Wilder mirrors his theme through the de-
lightful people who make this rather humorous trip. By their 
words and deeds they supply the thesis: happiness in this 
world is felt when people share ordinary things. Perhaps the 
teacher could hint at Wilder's point of view by emphasizing 
the lines which illuminate his interesting generalization. 
The writer is reminded of another play, The Will, in 
which Barrie uses symbolism as well as the characters to il-
lustrate his theme. In this one-act play, an elderly law 
clerk is dying of what appears to be cancer. Barrie uses this 
situation to parallel it with the death of the love between 
t wo once happily married people who visit a law office over a 
period of years. Like the spread of cancer, their love be-
comes malignant, and the bonds between .them are broken. Here 
the message is that the human spirit, like the human body, can 
experience destruction. 
In a mor e serious play like Macbeth pupils might search 
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independently £or clues that reveal the dramatist's purpose. 
The sensitive reader o£ten discovers the theme: 
Macbeth: I have no spur 
To prick the side o£ my intent, but only 
Vaulting ambition which o 1erleaps itsel£ 
And £alls on the other. 
While dealing with Shakespeare's observations on li£e, Dakin 
believes it is advisable £or the teacher 11 to adopt a simple, 
direct point of view, rather than complicate the discussion 
with connnents on the diverse and £ascinatine; aspects o£ Shake-
speare's genius.ul 
There is one more significant aspect to consider berore 
closing this section on the interpretation o£ dramatic litera-
ture. To what extent has the literary experience contributed 
toward the modification of attitudes and behaviors? The 
teacher hopes that pupils will make use of and apply ideas 
that they uncover. Integration thus becomes the important and 
final step in the act of reading a play. 
Unless the reader fuses what he has read with previous 
experience, the reading activity cannot be called sig-
nificant intellectually or socially. Teachers rind 
this a most difficult dimension to 1"1):39.SUl"'e and some-
times they are not in the right place at the right 
time to observe desirable changes in pupil behavior 
which might coroo about through a reading experience.2 
1 Ibid, P• 282. 
2 Mildred c. Letton, "Promoting Growth in Interpreting Dir-
.ferent Kinds of NJ:aterials in Grades Seven to Ten," Promoting 
Grow·th Toward Maturlt;y: in Interpreting What is ~' William 
s. Gray, Editor, Supplementary Educational Monograph No. 74, 
University o£ Chicago Press: November, 1951, p. 79. 
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The wise teacher, nevertheless , keeps his eyes open to evalu-
ate these intangible outcomes. t~at does the pupil's written 
and oral communication reveal? What is he reading? Does a 
personality check list reflect anything? These are some obvi-
ous ways to approach the problem of evaluation. 
The teacher could, of course, provide opportunities for 
making use of what is read. In teaching Julius Caesar, for 
example, Marc Antony's clever use of persuasive devices might 
lead to a discussion centered on the use of such tricks in 
mass media of communication. From experience the \vriter has 
l earned that young people find delight in exposing the use of 
emotive language. 
Whi le s. study of persuasive language may alter hmnan be-
havior beneficially, it is possible, on the other h..and, for 
play reading to work in the opposite direction. The teacher 
needs to be on guard against unwholesome reactions. "Good 
teaching , 11 says Gray, "seeks to reduce such r•esponses to a 
mini mum and to cultivate rich and stable personalities on the 
part of youth. ul 
ORGANTZATION OF TEACHI NG OF DRAMATIC LITERATURE 
The 'vriter' s survey of cours es of study reveals that 
dramatic literature has been introduced in a variety of ar-
rangements. Re j e ction of the traditional approaches to 
1 Williams . Gray, 11Basic Competencies in Efficient Re ading , 11 
Readi:n_g in an Age of Mass Communication, English Monograph 
No. 17, NoTE, Appleton-Century-Crofts, Inc.: New York, 1949, 
p. 73. 
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literature has resulted in the use of newer organizational 
forms. vVhile it is not always easy to define specifically a 
particular plan of work, it is possible to identify it with a 
general type of organization according to the following ap-
proaches: (1) theme, (2) type, (3) historical survey, and 
(4) experience. 
In addition to these arrangements imaginative teachers 
have sought other ways to secure the desired outcomes. Through 
correlation, free reading, movies, radio, and television these 
pioneers have given evidence of the fact that curriculum con-
tent and organization of' dramatic literature is a rich field 
for experimentation. It is necessary to examine more fully 
the numerous organizational patterns to appreciate the present 
trends in this area of the language arts. 
The theme approach seems to be used widely throughout the 
country. In broad units of literature, teachers have used 
drama, along with other literary types, to explore a central 
theme. In "Revolt is a Working Force,"l a unit for tenth 
graders, such plays as Patterson Greene's Papa is All and 
Zona Gale's 1h£ Neighbors are read to discover some of the 
requisites for good citizenship in a democracy. 
In other schools a theme has been used to stress dramatic 
1 Rita B. Barger, "Revolt is a Working Force" - A Unit for 
Tenth Grade-DevelopiP~ Attitudes for Good Citlzensnrp-ThrOUpp 
Drama and Story, Curriculum Workshop, Office of the Superin-
tendent, School Administration Building: Portland, Oregon, 
1946, p. 24. 
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literature as a type. ~~ile a unit may contain writings in 
various other forms, the major portion of the literature for 
study is dramatic. In 11 Toward the Promised Land,ul a unit for 
eleventh graders, such plays as Oscar Wolff's Where But in 
America and Gladys Schmitt's Fiesta £2£ Juanita are read not 
only to explore. the central idea but also to acquaint young 
people wit the techniques needed to interpret drama. 
La Brant believes that drama as a type for direct study 
belongs in a literature program.2 Without guidance from the 
teacher some pupils can find the transition from juvenile to 
adult literature extremely difficult. To help them across 
this bridge of' experience a sequential attack upon the more 
advanced literary for•rns seems in order. Thus it is not too 
uncommon to find arrangements which make a direct approach to 
dramatic liter•ature. 
While this method of' organize. tion may have its merits, 
the wise teacher is sensitive to its drawbacks. An unwar-
ranted emphasis upon form could lead to a neglect of' content. 
At times young people have been so removed from the soul of' 
1 Ruth Goodr:tch, Chairman, "Toward the Promised Land, 11 Com-
munication Series English Grades 11-12, Iowa Secondary SChOol 
Cooperative Curriculum Program, Vol. fx, Department of Public 
Instruction: Des Moine s, Iowa, September, 1948, pp. 98-105. 
2 Lou La Brant, ~ Teach English, p . 263. 
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the play that their experiences have become mechanical and 
have lacked the essential vitality to enrich their 0\\rn. lives .1 
The allocation of units which stress dramatic literature 
as a type i s a serious consideration. Where the form has been 
analyzed too early in a pupil's life, the result has been an 
abhorrence of drama by some pupils. To avoid this unwelcome 
consequence, Hook suggests that arrangement by types be con-
fined to the eleventh and t·weli'th grades. 2 
A. search for vax•iety in the type .. approach has led to 
some interesting arrangements. Por example, Shakespeare's 
classic, Macbeth , and O'Neill's modern tragedy, The Emperor 
Jones, have been compared for content and i'orm.3 As another 
area for comparison, Dilley4 suggests that Galsworthy's 
Cathedral and Shakespeare 's Julius Caesar and M:acbeth could 
be used to discover the opposing viewpoints that these writers 
hold on t he question of free will. 
Out of this emphasis upon organization according to type 
emerges a significant question. Should all pupils in a class 
read the same play? An immediate and positive answer to this 
inquiry was quite common in the past when little effort was 
made to adjust materials to individual needs. Now, however, 
1 John J. De Boer, Walter v. Kaulfers, and Helen R. Miller, 
op. ~., p. 205. 
2 J. N. Hook, ££• £1!., p. 112. 
3 E. A. Cross and Elizabeth Carney, Teaching English in High 
School, The macmillan Company: ~ew ~ork, 19 O, p. 479. 
4 Lois Anne Dilley, ££• £!!., p . 42. 
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the concept o:f one book :for one class has been challenged by 
progressive teachers who are acutely aware o:f the spread o:f 
abilities which typifies a n average language arts class. 
An advocate o:f the type approach, Malcolm Ivlosing outlines 
his attack in "Appreciation through Units. nl A.fte1 .. readiness 
activities, the twelfth grade class as a whole reads one play: 
Then we read Macbeth. I assigned the play to every-
one, fully realizing that the slower students would 
not be able to scratch the surface. However, I 
believe that they benefited from the discussions and 
from the reading o:f key passages.2 
To maintain a needed balance in reading materials, the class 
had an opportunity to turn to other plays. Some groups were 
:formed according to interests and abilities. "Those with lmv 
reading ability were channeled to the reading o:f easy one-act 
plays or the more obvious three-act plays. 11 3 
Here is a plan, then, that seeks to accommodate all 
pupils. Common reading emphasizes the importance o:f group 
dynamics. ~ greater depth of interpretation often results 
when young people share their reading experiences. Further-
more, through group instruction the teacher can economically 
introduce t hose techniques which are needed to read under-
standingly. 
Anot her method o:f arrangement is the historica l a pproach. 
1 Malcolm Mosing, "Appreciation through Units," English 
Journal, F'ebruary, 1955, Vol. 44, pp . 80-86. 
2 l.Q!9., p. 82. 
3 Ibid, p. 82. 
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Through t~is chronological survey, pupils have been introduced 
to great dramatists. An optional course ~or the twel~th grade, 
nshakespeare and the Elizabethan Period!' 1 serves in this re-
spect. 
Much criticism has been directed against the chronological 
approach. O~ten the study has degenerated into a mere memo-
rization of facts. "The grave danger, 11 as Robert Pooley points 
out, 11 is the tendency to teach the history of literature rather 
than the literature itself.u2 The personal and social values 
of dramatic literature might be ignored by the teacher who 
over-emphasizes literary history. 
Still another error in the use of this arrangement can 
arise when the teacher fails to associate contemporary lit-
erature with that of the past. Some of the literature might 
be so far removed from the pupils' interests and experiences 
that they ~ail to appreciate its signi~icance. Hook believes 
variety in the historical survey can help to eliminate this 
pit~all: 
Use the chronological order, but begin with modern 
literature. After a while, raise the question, 'How 
did our literature get to be this way?' Then go 
back to early literature and work forward, keeping 
the question uppermost and drawing many comparisons 
between past and present writings.3 
1 Helen c. Koc~, Chairman, Language Arts Area - A Course of 
Study in English Literature for High Schools, Series No. 30, 
St. Louis Public School: St. Louis, Missouri, December, 1949 1 pp. 14-19. 
2 Robert c. Pooley, "Varied Patterns of .L\pproach in the Teach.:. 
ing 9f Literature," English Journal, May, 1939, Vol. 28,p. 345. 
3 J. N. Hook, 22• ~., p. 122. 
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Finally, dramatic literature may be organized around 
pupils' experiences. "This arrangement emphasizes, not the 
literature, but the experiences that students can obtain with 
and through l:tter~ature. nl Several units of this organizational 
type are suggested in An Experience Curriculumlg English. One 
unit has for its primary objective the enjoyment of plays "in 
which suspense and character interests are strong. 11 2 
Inte gration of dramatic literature with other subjects 
has served as another approach to plays. Suggested patterns 
in ! Correlated CurriculumS led the way toward a further ex-
ploi•a tion of this concept. One unit, "The .Adventures of 
Puck - A Midsummer Night's Dream, 11 4 illustrates the use of 
various media through w:b...ich this Shakespearean play has been 
portrayed. The plan of organization cleverly includes lit-
erat~we, music, art, and the ballet to emphasize the theme. 
Still another tenth grade unit, "Plays, u.s correlates world 
history with dramatic literature as it traces the problem 
1 Ibid, p. _l21. 
2 Wilbur w. Hatfield, Editor, A Report of a Commission of the 
NOTE, An Experience Curriculum in English, D. Appleton-Century 
Company, Inc.: New York, 1935, p. 51. 
3 Ruth Mary Weeks, Editor, .A Report of the Connnittee on Cor-
relation of the NOTE, A Correlated Curriculum, D. Appleton-
Century Company, Inc.:. Ne w York, 1936. 
4 Ellen :M. Wilshire and Hugh B. Wood, "The Adventures o:f Puc k 
A Midsummer Night 1 s Dream," Curriculum Bulletin. No. 25, Uni -
versity of Oregon, August, 1940. 
5 Marion s. Walker, "Plays , 11 Thirteenth Year Program in 
English-K~ten - Grade !11, Nutley Public Schools: Nutley, 
N. J., June, 1944, pp. 101-108. 
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of dictatorship. 
The emergence of the movies, radio, and television as new 
and powerful means of communication has done much to alter the 
progressive teacher's approach to dramatic literature. It is 
almost impossible to minimize the influential role that these 
media play in American life. vVhen an estimated sixty-five 
million people view a television play, 1 the modern teacher 
readily weighs the effects of this potent medium. 
Some t eachers have already experimented with units which 
give emphasis to the fact that the study of drama could ·em-
brace an analysis of these recent communicative forms. In 
"A Tentative Instructional Unit in Movie - Radio - Television 
Appreciation" 2 for seniors, the plan calls for an examination 
of the techniques, aims, and values of these media. Of cou~se, 
each area could be explored separately. 
Drama study again calls for the study of radio programs. 
What is this new drama which calls for no visible 
sets? ••• The radio play may take you anywhere. Do 
your students realize this? \v.hat colors do they 
imagine, if any, when they listen to a radio play? 
V hat pictures do the sound effects suggest? How 
nearly do the members of your class come to seeing 
the same tlrlng when they listen?3 
1 Jack Gould, "Delightful Peter Pan, 11 ~ New York Times 
(Drama Section 2), Sunday, March 15, 1955, p. Xl5. 
2 Geraldine s. Lawson, "A Tentative Instl .. uctional Unit in 
Movie -Radio - Television,n Department of Education, Office 
of Secondary Supervisors: Baltimore, Mary~and, June, 1951 0 
3 Lou La Brant, We Teach English, p. 282. 
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The approach outlined in "Radio Plays as an Introduction to 
Drarua 11 1 could serve to acquaint young people with this means 
of entertainment. Several recorded plays might be studied to 
determine the effect of radio upon the form and content of 
dramatic literature. Perhaps pupils might enjoy making their 
own radio play recordings or 11 duu!Illy broadcasts. 11 For this 
purpose , an excellent volume, Plays from Radio,2 has been 
geared to adolescent interests. Furthermore, its introductory 
pages offer guidance in reading radio plays and in determining 
their commendable characteristics. A final chapter deals with 
the production of classroom plays. 
Geographic and economic factors bar some pupils from see-
ing a legitimate stage play. For these pupils, their ~ 
theater is the cinema or television. Accept ing this as a fact, 
the teachel" could do much to heighten appreciation of these 
media. In evaluating movies, for example, pupils might crit-
ically view a motion picture , using their o~vn checklist. A 
valuable source, The E!1!!!-~ ~ Schoo1, 3 outlines classroom 
procedures for setting up criteria. 
A tenth grade class analyzed the characteristics of an 
1 Milton A. Kaplan, "Radio Plays as an Introduction to Drama, 11 
English Journal, January, 1950, Vol. 39, pp. 23-26. 
2 A. H. Lass, Earl L. McGill , and Donald Axelrod , Plays ~ 
Radio, Houghton, Mifflin Company, Riverside Press: Cambridge, 
1948. 
3 Helen Rand and Richard Lewis, -~ !11m~ the School, NOTE , 
D. Appleton-Century Company, Inc.: New York, 1937. 
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outstanding movie in "Henry V - A Unit in Appreciation of' a 
Play and a Motion Picture. 11 l The movie enriched the reading 
experience and emphasized the place that the neighborhood 
theater has in community lif'e. ~fuile stressing the apprecia-
tion of Shakespeare , the teacher apparently was aiming at 
another purpose: 
In some tovms and in some neighborhoods, almost no 
good f'ilmB are seen. If' tlns is true, the work of' 
the English teacher is clear. He should be the one 
to begin agitation for at least a f'ew f'ilnill of such 
quality that he can recommend their attendance to 
his students. It is not, however, necessary to 
lament while waiting. The first step . is discussion 
with students themselves.2 
Teledrama, too, has found its way into the classroom. A 
senior class3 used television plays to introduce Ibsen's an 
Enemy 2£ ~ People. For a culminating activity, the pupils 
"compared the play studied and the dramas of' the mass media as 
devices f'or transmitting meaning. 11 4 The .aim was to discover 
the various methods used by television and movies to convey 
polemic ideas. 
In summary, the writer has attempted to determine the 
recent trends in the teaching of' dramatic literature. From 
out of' this research should emerge the observation that there 
1 Charlotte A. Ritter, "Henry V - A. Unit in Appreciation of' a 
Play and a Motion Picture," Department of Education, Of'fice of' 
Secondary Supervisors: Baltimore, Maryland, June, 1951. 
2 Lou La Brant, We Teach En$lish, PP• 279-280. 
3 Isabel Kincheloe, 2E• £1!., p. 134. 
4 ~' p. 134. 
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is no~ best way to introduce and organize dramatic litera-
ture . Needs and abilities vary so much that it is impossible 
to prescribe a definite course of ac tion. The wis e teacher, 
t hen, can sensibly approach the problem only by beginning 
where his pupils are and le ading them forward . If the 
literary adventure harmon izes with the broad a ims of language 
arts teaching , positive results should be forthcoming. 
What youth needs is a teacher with imagination, 
C01Jrage, a sense of ·humor , and energy. Literature 
under some teachers can become a creative process . 
As it loses its paralyzing rig idity, it will be-
come a personal pursuit for the student.l 
1 Nellie Appy , Chairman, Pupi ls ~People, The Com:rnittee on 
Individual Differences , NCTE , ·n. Appleton-Century Company, 
Inc .: New York , 1941, p. 140. 
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CHAPTER III 
UNIT ORGANIZATION OF THE TOPIC SHA.KESPEARE 1S JULIUS CAESAR 
INTRODUCTION 
Great dramas that have lived recur constantly on 
stage and screen and on the air. Why have they 
lived? Why does Shakespeare continue to appear on 
billboards? How did his theater differ from ours? 
What has he contributed that we cannot afford to 
lose? What dramatists of today and yesterday are 
worth knowing? These questions are important in 
the lives of young people. They should be answered 
in units which make a direct approach to literature.l 
The teacher who introduces dramatic literature through 
the unit method recognizes a modern point of view toward the 
teaching of the language arts. This current approach pro-
vides for the organization of activities around a center of 
interest in order that every pupil will have an opportunity 
to acquire skill in the various areas of communication. It 
is a new direction, then, that the writer's plan represents. 
The following source unit was constructed for tenth~grade 
non-college-preparatory pupils in a small suburban school. 2 
As in most groups of this type there is a wide range of 
1 Dora V. Smith, ~ English Language ~~ p. 139. 
2 The Morgan School, Clinton, Connecticut 
Enrollment: 253 
Language Arts Department: two sections - college-preparatory 
and non-college-preparatory pupils 
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abilities. Some pupils aould very well handle aollege material 
while others struggle with the simplest problems. But i£ in-
dividual differenaes are to be aonsidered, provision must be 
made for the spread of abilities. 
Features embodied in this ~t which give evidence of an 
attempt to adjust to individual differenaes are: a Pre-test 
to determine individual needs in respect to the unit; numer-
ous aativities representing varying degrees of diffiaulty; a 
wide range of books listed for core and optional reading. 
This sourae unit emphasizes the use of the recommended 
methods for the teaahing of dramatia literature. While these 
practiaes may have their merits, they will be of value to the 
teacher only when he presents a play in terms of the pupils• 
understanding and experience. Thus Julius Caesar needs to be 
taught so that pupils view it in the light of their present-
day wor·ld. 
It is important to note that much more material has been 
presented here than should be included in a two or three weeks' 
study. From the many suggestions and instructional materials, 
the teaaher should select or adapt those parts that he feels 
may be useful in a specifia classroom situation. 
GENERAL STATEMENT 
The problem of man 1 s right to freedom has been with us 
for a long time. Man has learned that he aan govern himself, 
but diatators have tried to deny him this right. In our time 
power-hungry men are attempting to enslave us. Through the 
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use of persuasive language and force, they have already won 
over millions to their belief in world conquest. 
In Julius Caesar Shakespeare un£olds an exciting tale of 
a man who is approaching his ambition to rule the world when 
he is suddenly struck down by scheming conspirators. The play 
affords the opportunity to observe struggle for power, an 
assassination and its consequences, subtle use of persuasive 
language, and a mob in action. Although these events oc-
curred over two thousand years ago, parallel situations are 




1. Man has struggled since the beginning of time 
to secure and maintain his freedom. 
2. People are capable of ruling themselves. 
3. Self-direction is an important trait to de-
velop in our democratic society. 
4. Unlimited power should never be granted to 
a head of any government. 
5. People in a dictatorial country ·are not per-
mitted to govern themselves. 
6. Selfish politicians often involve innocent 
people in their schemes. 
7. Class consciousness throughout the world has 
steadily decreased since Caesar's time. 
8. None of us is perfect. 
9. We may be swayed by the power of language. 
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10. A mob is likely to be made up largely o~ un-
thinking people. 
11. A mob is rarely guided by reason. 
12. Ambition sometimes leads us to serious 
trouble. 
13. Flattery may be used to encourage us to act 
unwisely. 
14. Stubbornness of mind may result in serious 
errors of judgment. 
·15. We are o~ten at war with ourselves. Often we 
are faced with situations that upset us . 
Haven't we sometimes desired to seek revenge 
because or an injustice that was committed 
against us? Yet our conscience prompted us 
not to be reve11ge~u1, and we were in con£lict 
with ourselves as we decided what course of 
action to follow. 
16. Many con£1icting ideas are evident today. 
For example, we are continuously reminded 
of the free world's struggle against com-
munism. Basically, it is a battle between 
free men and those who would enslave tlrem. 
17. Our world needs both realistic and idealistic 
thinking. 
18. Because of its appeal to the hunwL~ ear, we 
usually enjoy poetry more when we hear it 
than when we read it silently. 
19. In a play our knowledge o~ the characters 
and their motives is derived chiefly from 
what they say, what they do, and what others 
say about them. 
20. The main differences between a novel and a 
play are that the play depends wholly on 
dialogue and action; and it is primarily 
written to be interpreted by actors upon a 
stage. 
B. Specific 
1. Julius Caesar is a murder-revenge type o~ play. 
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2. Conrlict is essential in dr~na. There are at 
least three types o£ conflict in Julius Caesar: 
a. between characters--the conspirators 
and Caesar 
b. between a character and an outside 
force--Brutus and Caesar's spirit 
c. between a character and himself--
Brutus' indecision over whether he 
should join the conspirators 
3. The emphasis in Julius Caesar is on the charac-
ters. 
4. In Julius Caesar, Shakespeare illuminates the 
behavior o£ people in politics. 
5. Julius Caesar is the leading character in the 
play. Shakespeare reveals the weaker side of 
Caesar's character. Yet he remains the domina-
ting force throughout the play. 
6. Brutus, an impractical idealist, is the tragic 
hero o£ the play. He proves to be the victim 
of a political situation which he does not 
fully understand. He is an un.fortunate man 
who undertakes a role that his conscience can-
not support. 
7. Antony is a man o£ genius who lacks moral 
strength. 
s. Cassius is a practical man 
envious of Caesar's power. 
insight into human nature. 
sharp contrast to Brutus. 
o.f action who is 
He has a keen 
He serves as a 
9. Calpurnia is mainly interested in her husband's 
physical welfare. 
10. Portia is the counterpart o.f noble Brutus. She 
wishes to share the problems· of her husband and 
is disturbed by his secretive manner. 
11. The changeability of the mob is shown as it 
shifts its point of view when addressed by 
two powerful orators. 
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12. The Roman people are not ready to assume the 
responsibilities of liberty-loving people. 
They are easily swayed by Antony's clever 
use of language. 
13. The setting of the play is in Rome in the 
year 44 B.c. Julius Caesar, ruler of the 
Roman Empire, has just returned from a 
triQ~phant rrdlitary campaign in Spain. 
14. The plot of Julius Caesar unfolds a dramatic 
tale of ambitious men who prevent a dictator 
from rising to supreme power and then suffer 
the consequences of their evil doings. 
15. It is an intriguing plot in that it reveals 
conflict of character against a background 
of exciting and suspenseful action such as: 
a. the assassination of Caesar 
b. the funeral oration by Antony 
c. the final battle of the conspirators 
against Antony's forces. 
Note: Emphasis on Items 16 - 24 may well be reserved 
for more advanced groups. 
16. It runs through five acts in which the action 
is marked by: 
a. introduction--creates atmosphere and pre-
sents the main characters and their 
motives. Cassius desires to turn Brutus 
against Caesar. 
b. rising action--develops the mounting 
struggle of two forces, Caesar and the 
conspirators who encounter numerous 
difficulties as their plan to as-sassin-
ate the Roman ruler is carried out. 
c . turning point--forecasts the change of 
fortune for the conspirators. Antony 
speaks at Caesar's funeral and the mob 
turns on the assassinators. 
d. falling action--sets into motion various 
situations that predict the end of 
Caesar's murderers. Antony joins forces 
with Octavius Caesar, and they plan to 
meet the conspirators in battle. 
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e. conclusion--reveals the outcome that was 
predicted earlier in the play. Cassius 
and Brutus commit suicide. 
17. The action of the play is represented by the 
follow2ng diagram: 
Ac.TJ: 
:[NTROOUC..TI. ON C. O~LU si • .J 
18. Almost all of Julius Caesar is pure oratory. 
19. The oratory appears in prose and in blank verse. 
20. Blank verse is a form of poetry. It is charac-
terized by: 
a. a ~r~~hmical unit called a foot con-
tain ing one accented syllable followed 
by an unaccented syllable 
b. a regular line of five feet: 





21. Shakespeare frequently introduced variations 
within the basic blank verse pattern in order 
to offset the monotony of the regular beat: 
1 I J I will do so. But, look you, Cassius, 
The angry spot doth glow on Caesar's brow, 
And all the rest look like a chidden train: 
22. Rhymed lines are often used to indicate the end 
of a sequence. For example: 
And after this let Caesar seat him sure; 
For we will shake him, or worse days endure. 
78 
23. Shakespeare often suggests a £ull idea with one 
word. When Brutus speaks to Cassius for ex-
ample: 
There is a ~ in the affairs of men, 
Which, taken at the flood, leads on to fortun~ 
Omitted, all the voyage of their life 
Is bound in shallows and in miseries. 
Here the word tide indicates a picture that Shake-
speare expects-yoll to imagine. Brutus believes 
it is the proper time to strike against Antony 
and his forces. What meaning does the poet 
imply in the word flood? 
The quotation above points up the fact that Shake-
speare's language is far more condensed than that 
of a modern novel or short story. We miss much 
if we are not aware of the compactness of the . 
poet ' s language. 
24. The stage for which Shakespeare wrote was very 
different from the modern stage. It was char-
acterized by: 
a. a platform stage that extended into the 
audience 
b. no curtain between the audience and the 
interior of the stage 
c. an inner stage equipped with a curtain 
d. a minimum of scenery and no lighting 
effects 
e. no women on the stage (female roles 
were played by boys) 
c. Attitudes ~ Appreciations 
1. Increased insight into the responsibilities of 
citizenship. The actions of the mob illustrate 
their irresponsibility toward ruling themselves. 
They let clever politicians direct them instead. 
Alert citizens do not behave in this manner. 
They are instantly ready to challenge the state-
ments of any person who tries to win them over 
with persuasive language. 
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2. Increased ability to experience life vicariously. 
Opportunity to experience life directly is lim-
ited by your present environment. But through 
the medium of the play you can go beyond your 
immediate surroundings and encounter people in 
situations entirely new to you. 
3. Broadened understanding of human behavior. You 
can intimately observe, for example, an envious 
mind in operation as Cassius seeks to win Brutus 
over. 
4. Increased satisfaction of personal needs such as 
the drive to seek adventure. Often your life 
seems to become dull and routine. As you follow 
the action in Julius Caesar, you satisfy your 
desire to get away from the regular pace that 
life imposes upon you. 
5. Increased sensitivity to language that stirs 
your emotions. For example, a feeling of sorrow 
is aroused as Antony speaks over the body of 
Brutus. The power of the expression encourages 
you to lament Brutus' death. 
6. Increased awareness of outstanding echaracters 
that are true to life. 
7. Increased sensitivity to the power of figurative 
language which has hardly been excelled in 
English literature. 
8. Increased awareness that Julius Caesar remains 
popular because it deals effectively with im-
portant issues of life. 
D. Skills ~Abilities 
1. Developing a sense of participation while reading 
a play helps you to appreciate the unfolding 
tale. You can develop this ability to partici-
pate in a play by: 
a~ visualizing the setting and characters 
Try to see the play as you read. In the 
opening scene, for example, citizens are 
milling about the streets of Rome. A 
holiday spirit fills the air as the noisy 
populace awaits the return of their hero, 
Caesar. Can you picture them? You actually 
must become the producer of your own play. 
Put it on in the theater under :vour hat. 
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b. discovering the conflicts within the play 
and following their development 
Watch for the conflicts by asking yourself 
questions. For example: Why do the 
tribunes disgrace Caesar's statues? \~y 
does Cassius conspire against Caesar? 
What supernatural force does Brutus battle 
against? Why does he argue with Cassius? 
c. recognizing the various moods in a play 
As Antony delivers his famous funeral 
oration, you can observe how the play, 
wright creates a mood which you are ex-
pected to share. Although Antony initially 
declares that he has come to bury Caesar 
and not to praise him, he very subtly pro-
ceeds to convince the mob that Julius Caesar 
was a generous and worthy ruler. His clever 
use of language excites the mob. For ex-
ample, Antony convinces the people that 
Caesar was not overambitious: 
Come I to speak in Caesar's funeral. 
He was my friend, faithful and just to me: 
But Brutus says he was ambitious; 
And Brutus is an honorable man. 
He hath brought many captives home to Romei 
Whose ransoms did the general coffers fill; 
Did this in Caesar seem ambitious? 
When that the poor have cried, Caesar 
hath wept. 
1. Caesar didn't keep the ransom 
money for himself. 
Then Antony sarcastically repeats: 
Yet Brutus says he (Caesar) was ambitious, 
And Brutus is an honorable man. 
Antony's actions, too, help to stir the peopl~ 
Observe how he deliberately draws them about 
Caesar's body and points out the ugly wounds. 
d. "hearing" the lines in a play 
In the assassination scene, for example, 
Cinna exclaims, "Liberty! FreedomJ 
Tyranny is dead~ 11 Try to hear these and 
other lines in your mind. 
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e. understanding the characters and their 
motives 
Notice what the characters have to say 
about themselves. For example: 
Brutus: I am not gamesome: I do l a ck 
some part or that quick spirit 
that is in Antony. 
Another way to understand characters is 
to note what other people have to ~ 
about them: 
Caesar: Cassius has a lean and hungry look• 
He thinks too much: such men 
are dangerous. 
It is important, also, to observe what the 
characters £2: 
Strate : Give me your hand rirst. Fare 
you well, my lord. 
Brutus: Farewell, good Strate. 
(Strato takes the s word and holds it 
rirmly with the blade exposed. s 
Strato turns his race aside, Brutus 
runs upon the naked blade.) 
Caesar, now be still. 
I killed not thee with halr so 
good a will. (Brutus dies) . 
While rollowlng the actions of a character, 
t ry to draw inrerences about his behavior. 
Antony, for example, joins forces with 
Octavius Caesar and they lay plans to rule 
the Roman world: 
Antony: These many, then, shall die; 
their names are pricked.l 




consent you, Lepidus? 
I do consent--
Prick him down, Antony. 
Upon condition Publius shall 
not live, 
Who is your sister's son, Mark 
Antony. 
Antony: He shall not live; look, wi th a 
spot I damn him. 
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But, Lepidus, go you to Caesar's 
house; 
Fetch the will hither, and we 
shall determine 
How to cut o~~ some charge in 
legacies.2 
1. sentence to death those whom Antony 
~elt were responsible ~or Caesar's 
death. 
2. lower the sum o~ money that Caesar 
willed to the Roman people . 
Here Antony reveals an aspect o~ himselr 
that was not evident earlier in the play. 
From these lines what can you infer about 
Antony? 
2. Deriving meaning rrom the way words are used in 
context helps to clariry your understanding of 
the play. 
If you notice the words that precede and follow 
an unfamiliar word, you can often find clues that 
might aid you in unlocking its meaning. For 
example, do you know the meaning of the word 
dismember? Note its use in the passage below. 
The underlined words in this selection serve as 
context clueo. 
Brutus: We all stand up against t he spirit 
of Caesar, 
And in the spirit of men there is 
no blood: 
0 , that we then could come by 
Caesar's spirit, 
And not dismember CaesarJ But, alas , 
Caesar nmst bleed for it1 And , 
gentle friends, 
Let's kill him boldly, but not 
wra tbi'ully; 
Let's carve him as a dish fit for 
the gods, 
Not hew him as a carcass ~it for 
hounds: 
And let our hearts, as subtle 
masters do, 
Stir up their servants to an act of 
rage, 
And after seem to chide 'em. 
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Even with the aid of: context clues, it is dit:-
t:icult sometimes to derive word meaning. You 
will encounter words that look familiar to you 
and yet the understanding ot: them still r emains 
obscure. This difficult y may ar ise because t he s e 
familia r vrords have shifted their meanings sin ce 
the time of' Sbakes·pe ar e. Note, :for ins t ance , t he 
use of the underlined words in the following 
selection: 
Antony: Let but the co~nons hear this testa-
ment--
\'Vbich, pardon me , I do not mean to 
read--
And they would go and kiss dead 
Caesar •s wounds , 
A.nd dip their napkinsl in his sacred 
blood, 
Yea, beg a hair of him for memory, 
And , dying, mention it within their 
wills , 
Bequeathing it as a rich legacy 
Un to their issue.2 
1. handkerchiefs 
2. descendants 
To help you with these words, the editors or your 
text have explained them in footnotes . 
Sentence sense and a general understanding or l an-
guage structure will also help you while reading 
Shrucespeare. Frequently the dramatist wrote lines 
that fail to follow the normal word order (subject-
verb): 
Octavius: Defiance, traitors hurl we in your 
teeth: 
Here the verb as well as its object precedes the 
subject. Such a pattern create s confusion. Try 
to eliminate this difficulty by restoring the 
sentence to a more normal sequence: 
Traitors , we hurl det:iance in your teeth: 
Thus when you encounter a sentence you do not 
unde r stand , examine it grammatical ly. As the 
above example illustrates , t:P.is is often the 
way to derive understanding. 
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Note: Emphasis on formE and definitions (#3) may 
well be reserved for more advanced pupils. 
3. Interpreting figurative language· makes for a 
better understanding and appreciation of poetry. 
By recognizing imagery, you will be able to see 
the author's use of comparison to create vivid 
word-pictures. Figurative language includes: 
a. suggested comparisons (without the use of 
~ or~). These are called metaphors: 
Cassius: And why should Caesar be a tyrant , 
then? 
Poor man1 I know he would not be 
a wolf' , 
But that he sees the Romans are 
but sheep: 
He were no lion, were not Romans 
hinds. 
While comparing Caesar to first a wolf and then 
a lion, Shakespeare shows the fearless ambition 
of a tyrant who feels that the Roman people, like 
timid sheep and hinds (deer), are incapable of 
striking back. Through the use of comparison, 
Cassius is trying to convince Gasca that Caesar 
is great only because the Romans are too weak 
to challenge his authority. 
b. stated comparisons (using~ or~). These 
are called similes: 
Brutus: The genius and the mortal instru-
ments 
Are then in council; and the state 
oi' man 
Like to a little kingdom, sui'fers 
then 
The natur•e of an insur1 .. ection. 
In this passage, Shakespear•e compares the mind 
(genius) and body: (mortal instruments) to a 
little kingdom that . is experiencing a civil war. 
c. inanimate things or ideas assume human 
qualities. This is called personification. 
Antony: Now let it work. Mischief , thou 
art afoot , 
Take thou what course thou wilt . 
Here mischief is spoken to as if it were a person. 
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4. Detecting devices used by the playwright helps 
you understand his play. 
In the early part of the play, Shakespeare intro-
duces a Soothsayer (a person who predicts the 
future) to warn Caesar to beware of the ides of 
March (fifteenth of the month) . Through the use 
of this literary device, foreshadowing, Shake-
speare creates a mood of danger and fore boding. 
What other devices are used to build up suspense? 
5. Relat ing the play to your own time and life 
furthers understanding and enjoyment. s you 
read the play, try to associate it with your 
own experiences in the world of today. What 
contemporary political leaders have tried to win 
people's minds tr~ough the use of persuasive 
language? Do you recall the recent youth rallies 
that were held in the Russian sector of Berlin? 
Why did a half a ndllion young Germans declare 
their allegiance to the Sovie t Union? Didn't 
the parents of these young people behave in the 
same manner when Adolph Hitler was in power? 
How was he able to lead them on t o war? 
There are many situations in the play that par-
allel experiences in your own life. For example, 
Caesar was swayed by flattery. Can you recall 
instances when flattery stirred you? Brutus 
argues with himself. When have you done likewise? 
6. Developing the habit of applying to your own life 
the ideas and values that you discover in dra-
matic literature, helps to enlarge your under-
standing of life and human conduct. In Julius 
Caesar you can observe a dictatorial form of 
government in operation, and through this obse r-
vation you can increase your appreciation of 
free men's struggle agains t those who would en-
slave them. 
7. Detecting the use of "propaganda" devices in 
Antony's famous speech can help you to appreciate 
the power of language. How does someone coax you 
into acting? How do advertisers stimulate the 
public into buying their products? Did you ever 
stop to think how it is done? Antony encouraged 
people to act . He used the following methods 






virtue words - the association o~ Caesar 
with "good 11 words or symbols like: "sweet" 
Caesar. This device is used to make you 
accept and approve Caesar. 
Ioison words - poison words are abounding 
n contemporary language. Some examples 
are: 11red 11 , "communist", "progressive" 1 11 scab 11 • Antony very cleverly converted 
"virtue" words into "poison" words by 
constantly referring to Brutus, with 
veiled sarcasm, as an "honorable" man. 
testimonials - certainly you have heard 
thEf slogan ttWbeaties--the break~ast o~ championsJ~ The makers o~ Wheaties use 
the testimonials o~ great athletes to 
sell their product. Antony used Caesar's 
will as a testimonial of his love ~or the 
Roman people. 
on-the-bandwagon device - people are urged 
to get on the bandwagon with everyone else. 
They are stirred in unison and often act 
that way. Antony addressed the assembled 
Romans so that he could encourage them to 
11 jump on the bandwagon" in seeking revenge 
~or Caesar's death. 
Once you learn to recognize these tricks you 




The purpose or ~his Pre-test is to discover what you already 
know about Julius Caesar. Try your best to complete it. As 
your paper will not be graded, please do not guess at an an-
swer. If you are in doubt about a particular item in the test, 
.£2 not Q2 ll• 
A. On the line at the lert of each number, write the 
letter or the statement which is the best ending 
to each sentence. 
___ 1. Julius Caesar was (a) an ancient philosopher. 
(b) a great general. (c) a ramous teacher. 
· (d) a daring explorer. 
___ 2. The play, Julius Caesar, was written by 
(s.) George Bernard Shaw. (b) Maxwell 
Anderson. (c) William Shakespeare. 
(d) Orson Welles . 
___ 3. Julius Caesar is a (a) comedy. {b) melo-
drama. (c) tragedy. (d) £arce. 
___ 4. The action of the play is centered around 
(a) London. (b) Rome. (c) Paris. (d) Madrid. 
___ s. The time in which the play occurs is (a) 1700 A.D . 
(b) 44 B.C. (c) 49 A.D. (d) 1350 B.C. 
B. Write in front or each item in the column at the 
right the number or the item in the column at the 





















the beginning of a play 
-a schemer 
----absolute rule over people 
-a dreamer 
---the plan or a literary composition 
---an idea or feeling which o£ten 
---promotes action 
a play upon words 
---turning point 
---a strong desire to succeed 
---a rorm or democracy 
---a similarity or sounds 
:::the act or noting differences 
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C. Read carefully each exercise below and underline the 
best answer in order to create a complete statement. 
1.. An ideal government is one in which 
(a) all of the people vote. 
2. 
3. 
(b) the people govern themselves. 
(c) the leader has unlimited power. 
(d) the state is the major end for which people live. 
A mob is often dangerous because 
(a) it is rarely guided by reason. 
(b) it seldom has a leader. 
(c) it tries to lynch negroes. 
(d) it is composed of unintelligent people. 
In a dictatorship 
(a) the people cannot vote. 
(b) the g overnment is controlled by the people. 
(c) the govern..m.ent exists for the good of the people. 
(d) the people enjoy little or no freedom. 
4. The struggle for freedom is 
(a) a perpetual problem that raan faces. 
(b) something nevr in the history of mankind. 
(c) confined only to European countries. 
(d) a problem man will never solve. 
5. There is trouble in the world today because 
(a) people like to argue. 
(b) nations are dissatisfied with their leaders. 
(c) there are many conflicting ideas about g overnmen 
(d) people are crowded together in many countries. 
D. Read each selection below and underline the word beneath 
each excerpt that best describes the mood which the 
author probably felt as he wrote. If you find that a 
particular selection does not seem to express any mood, 
indicate this fact by underlining the word indifference. 
a. They are all gone away; 
The House is shut and still, 
There is nothing more to say. 
Th.rough broken walls and gray, 
The vdnds blow bleak and shrill; 
They are all gone away. 
gaiety - gloom - desolation - indifference 
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b . Death is stronger than all the govern..ments 
because the governments are men, and n~n die, 
and t hen death laughs: 11 Now you see • em, 
now you don•t. 11 
sadness - casualness - joy - indiff erence 
c. I was born on the prairie, and the milk of its 
wheat , the red of its clover, the eyes of its 
women, gave me a song and a slogan ••• 
Here I b1ow I will hanker after nothing so much 
as one more sunrise or a sky moon of fire doubled 
to a river moon of water . 
abandonment - pleasure - reminiscence - indifference 
d. The tide rises, the tide falls, 
The twilight darkens , the curlew calls; 
A.long the sea-sand damp and brown, 
The traveler hastens towaJ:•d the town, · 
And the tide rises, the tide falls. 
quie t ness - gaiety - terror - indifference 
e. Close his eyes his work is donel 
Vfuat to him is friend or foeman, 
Rise of moon, or set of sun, 
Hand of man, or kiss of woman? 
Lay him low, lay him low, 
In the clover of the snowl 
What cares he? He cannot know--
Lay him lowJ 
sentimentality - grief - bitterness - indifference 
E. On your answer sheet explain in your ovm vvords the 
meaning of each of the following selections: 
a. Caesar: 
Cowards die many times before their deaths ; 
The valiant never taste of death but once. 
b. Brutus: 
There is a tide in the affairs of men, 
Which, taken at the flood, leads on to fortune; 
Omitted, all the voyage of their life 
Is bound in shallows and in miseries. 
On such a full sea are we now afloat; 
And we must take the current when it serves, 
Or lose our ventures. 
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F. On your answer she et explain the use of ~igurative 
language in each of the following selections: 
a . Brutus : 
But 1 tis a co~non proof, 
That lowliness is young ambition's ladder, 
Whereto the climber-upward turns his face; 
But when he once attains the upmost round , 
He then unto the ladder turns his back, 
Looks in the clouds, scorning the base degrees 
By which he did ascend. 
b. Caesar: 
I could be well mov 1 d, if I were as you; 
If I could pray to move, prayers would move me ; 
But I am constant as the northern star, 
Of whose true-fix 1 d and resting quality 
There is no fellow in the firmament. 
The skies are painted with unnumber 1d sparks, 
They are all fire, and every one doth shine; 
G. Did you ever stop to think hmv language is used to per -
suade y ou to act? As you read the following paragraph, 
carefully consider the writer's use of words . Find 
five situations where specific words have been employed 
~ncourage the sale of the product. Demonstrate your 
ability to recognize persuasive techniques by under-
lining these situations. On your answer sheet g ive 
reasons why you selected them. 
Ycu can't buy a better balloon tire bicycle 
than a Columbia. ~d Carter , world 's champion in 
the six-day bicycle race class says, "From racers 
to pleasur e bikes, Columbia makes the best." The 
inferior qualities of other makes are never f ound 
in Columbia bicycles. You'll marvel at the smooth, 
almost effortless ride of Columbia's f ine bicycles. 
Everybody wants to ovm a Columbia. Get your.s today! 
H. Write a short paragraph on the topic "How to Understand 
a Character in a Play. 11 You might begin by saying, 
11 0ne way to understand a character is to notice what 
other people say about him. 11 
I. We are g oing to start a unit on Julius Caesar. In a 
short paragraph describe h ow y ou feel about the idea 





































the plan or a literary composition 
absolute rule over people 
a play upon words 
turning point 
an idea or feeling which often promotes action 
a schemer 
a dreamer 
a strong desire to succeed 
the act of noting differences 












A coward dies many imaginary deaths, but a brave man 
races death only once. 
There comes a time in a person's life when he should 
recognize an opportunity and take advantage or it . 
Brutus believes it is time to strike against the 
enemy. To wai t any longer would be to invite disaster . 
a. The reader is expected to visualize a person who 
climbs the ladder or ambition and then forgets those 
that helped him to achieve success. 
b. Through the use of figurative language (a simile) 
Caesar compares himself to the north star. He also 
paints another word-pic ture when he calls stars 






1. better - virtue word 
2. Carter ••• says - testimonial 
3 . ini'erior - poison word 
4 . smooth, almost, effortless ~ - virtue words 




































committed suicide by sv:.rallowing fire 
the impractical idealist 
Caesar ' s wife 
underestimated by Brutus 
where Caesar was assassinated 
tried to warn Caesar of his impending death 
refused to be crowned king 
turned Brutus against Caesar 
where Cassius took his ovvn 
the .fifteenth o.f the month 
c. 
(c) 1 . 
( 8.) 2. (c) 3. (c) 4. (d) 5. (b) 6 . (c) 7. (b) 8 . 
(b) 9. (b) 10 . 
a dreamer 













language without metrical structure 
insincer e praise 
.false pride 
remove by cleansing 
state o.f uncertainty 
abuse o.f power 
share another personJs .feelings 
D. 
1. Caesar 
2 . Cas sius 
3. Portia 
4. Brutus 









1. favorite - virtue word 
2. millions and millions of American families -testimon~ 
3. wonderful~ue-fruit flavor - virtue ·ords 
4. Parents' Magazine seal of a pproval - testimonial 
5. fine - virtue word 
6 . Ed Nelson ••• says - testimonial 
7. Everybody will be - on-the-bandwagon device 
8. outstanding - virtue word 
9 . real - virtue word 
10. opponent - poison word 
UNIT ASSIGNMENT 
(Tentative Time Allotment - Two Weeks) 
SUGGESTED INTRODUCTORY ACTIVITIES 
1. Administer Pre-test in order to determine pupils' needs 
and to motivate the group. 
2. Distribute to each member of the class an outline of the 
play as found in William Shakespeare - Four Great Tragedies. 
3~ Show the class two filmstrips of the M-G-M screen version 
of Julius Caesar. 
4. Present the Mercury Theater Recordings of Julius Caesar. 
Ask class to be prepared to answer the followin g questions: 
a. The Romans exercised poor citizenship. What sit-
uations in the play support this observation? 
b. Certain scenes in Julius Caesar may remind you of 
the present-day world. Draw comparisons between 
the Roman world and the world of today. 
c. Antony turns the mob against the conspirators. By 
what steps was he able to win them over? 
d . vv.hat evidence oan you find that Brutus is the out-
standing character in the play? 
e. Al t hough Brutus is the hero# the play has been 
named Julius Caesar. Why? 
f . Give as many reasons as you can for the continued 
popularity of the play. 
The answers to these questions are to be collected and 
returned to the class at the close of the unit. In the 
light of the knowledge gained through the teaching-
learning cycle, the pupils will be encouraged to revise 
their answers. 
5 . Distribute Study and Activity Guides. 
1 See bibliographies for references to books and audio-
visual-_aicta - ~ 
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6. Direct students' attention to a bulletin board display o~ 
Julius Caesar.l Stimulate a discussion based upon this 
pictorial representation o~ the tragedy. 
Ask ~or volunteers to present Brutus and Cassius , an 
adapted version o~ Julius Caesar by F. G. Barker in 
Forty-Minute Plays ~rom Shakespeare. 
CORE ACTIVITIES 
(To be mimeographed and handed to pupils as a study guide) 
During the next two weeks various individuals, groups, and 
the class as a whole will be concerned with the ~ollowing 
study questions and activities. You must participate in one 
or more activities. I~ you have any others to suggest, please 
present them. 
The questions that appear in your textbook vers i on o~ 
Julius Caesar will be discussed by the class. For those 
pupils who would like to explore the play ~urther , additional 
questions will be ~ound at the end o~ this study guide . Record 
the answers in your notebook. 
1 . There are many ~amous scenes in Shakespeare 's plays that 
are ~un to dramatize. Select a scene ~rom one o~ these 
plays and produce it. Or make a tape recording o~ your 
dramatization and present it to the class. 
2. Give a short sales talk about a nationally known product. 
I~ it is possible, bring the item in with you. In your 
report you should use the persuasive devices that are out-
lined in this unit. The class will be called upon to 
detect them. 
3 . I~ you have studied Latin, you may wish to illustrate to 
the class how it has in~luenced the English language. 
4 . You have just witnessed a performance o~ Julius Caesar 
as it was presented on the Elizabethan stage. Give an 
oral report in which you describe the production and 
the audience. 
5. Translate a scene ~rom the play into contemporary lan-
guage. I~ you are interested, you may select a cast 
to present your modern version to the class. 
1 11M-G-Iv1' s Julius Caesar," Li~e, A.pril 20, 1954, Vol. 34, 
pp. 135-139. Stills o~ the same version supplied by M-G-M's 
Publicity Department. 
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6. Prepare to discuss what the "Voice of .b'reedom" station 
has done in its attempt to expose the fallacies in 
communistic propaganda. 
7. As a reporter for the school newspaper, you have been 
asked to write a short story based upon the plot of 
Julius Caesar. 
8. It has been said often that people are neither com-
pletely g ood nor completely bad. Orally or in writing 
attempt to illustrate this statement. Use t he play 
as a basis for your observations. 
9. Pretend that you are one of the characters in Julius 
Caesar. Write a short paper in which you explain 
your behavior in the play. 
10. What is friendslnp? How is 
ship oE Brutus and Cassius? 
cuss friendship and what it 
from the play to illustrate 
it revealed in the partner-
In writing or orally dis-
means to you. Use examples 
your viewpoint. 
11. Prepare a paper in which you give Shakespeare's inter-
pretation of dictatorslnp as it appears in Julius 
Caesar. 
12. Compare the comic book version of Julius Caesar with 
your textbook. Discuss similarities and differences 
when you present your conclusions to the class. 
13. vThat are 11 high ideals? 11 Di d you find any revealed in 
the behavior of Antony, Brutus, or Cassius? Orally 
or in writ ing prepare to discuss why a leader, whether 
he be in the Vfuite House or in high school, needs to 
realize the tru e significance of high ideals. 
14. Interview the first selectman. Find out h is opinion 
about the importance of a well-informed populace. 
Write a short paper about this interview in which 
you relate his comments to the mob in the p l ay. 
15. Plan a program around the record album "Hear it Now. 11 
Supplement the commentary of Edward R. Murrow by pre-
senting additional information about the outstanding 
people represented in the album. Emphas ize their use 
of propaganda devices. 
16. Write a friendly letter encouraging a classmate to see 
the M- G- M version of Julius Caesar. 
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17. As a reporter for a large daily newspaper, you have been 
assigned to cover the Forum meeting (Act III - Scene 1). 
Write an article in which you describe the assassina -
tion of Caesar. Perhaps you would like to write an 
editorial about the murder of Caesar. 
18 . A famous American President, Abraham Lincoln, was 
assassinated by J"ohn Wilkes Booth who compared him-
self to Brutus . Prepare a short paper in which you 
show why Booth thought t hat he was "a noble Brutus.u 
19. Prepare to discuss one or more of the books on the 
collateral reading list. Keep a· record in your note -
book of the books that you read. Add a personal 
comment about each book, and be prepared to discuss 
your list with the teacher at the close of the unit. 
Perhaps you might like to direct a committee to pro-
mote a general discussion of the books read during the 
unit. The committee would have . to organize the dis-
cussion around various topics associated with the play. 
Pupils would be encouraged to relate their reading to 
these selected topics. "Good Citizenship," for e xample, 
might serve as a heading. 
20 . Perha ps you would like to work with the teacher on a 
check list for the evaluation of television plays. A 
committee will be needed to establish the criteria, to 
mimeograph the check list, and to distribute a copy to 
each member of the class. 
The committee will then s et aside a date when t he class 
will be asked to view the television production "S tudio 
One . 11 Each member of the class will mark :b.is check list. 
They will be collected and compiled by the committee a nd 
the chairman of this group will report the results to 
the class. A discussion will follow the presentation of 
t he comnittee report. 
21. Pretend that you are defending the actions of Brutus. 
Present a moc k trial before the class. Be sure to pre -
pare solid evidence to support .your defense. 
22. Prepare a bullet in board display in which you show how 
advertisers use various persuasive tecP~iques in order 
to sell their products. 
23. Prepare a class notebook which will contain outstanding 
material on Julius Caesar. An editor will be needed to 
organize it. Perr.taps the class would like to donate 
the book to the s chool library. 
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24. Prepare a diagram showing the battle scene i n Julius 
Cae sar . You are to indicate the location of t he various 
armies as they met in battle . 
25 . If' you enjoy cls.ssical nru.sic , perhaps you would like to 
supply the background music for a tape recording or 
Julius Caesar. vVhat musical composition, for example , 
would you select for the assassination scene? 
26 . Perhaps the home economics pupils would like to prepare 
some Roman food for the class . A good idea of \'Ihat the 
Romans ate can be found in Everyday Life i n ~· 
27 . Prepare a quiz program i n which various members of t he 
class are a s ke d to identify characters in the play by 
listening to passages spoken by them. 
28 . Maintain a bibliography of all magazine s , books , pam-
phlets , and newspaper ar·ticles used during the unit 
assignmen t . Be sure to consult all group leaders as 
well as those who do individual work. 
OPTIONAL RE~TED CTIVITIES 
Listed below are various activities from which you ma y 
select one or more or none . If you find one that particularly 
interests you , consult the teacl~r before you begin to work . 
1 . Discuss ora lly or in writing one of the followi ng topics: 
a . Success 
What is succes s? What charac ters in the play 
experienced suc cess? Ill ustrate the fac t that 
an individual does not have to be a leader in 
order to be suc cessful. 
b . ftlblic Opi nion 
What is publi c opinion? Show how a speaker can 
mold public opinion. Vihy is it so important i n 
a democracy? 
c . Superstitions 
You have observed from reading the . pley that the 
Romans were extremely superstitious . What 




What are the responsibilities of citizenship ? Il-
lustrate the fact that good citizenship is important 
in a democracy. 
e. Government 
How does the Constitution prevent the President 
of the United States from assuming unlimited 
power? What are the dangers oi' g iving too much 
authority to the head of a government? 
2. ~rite a biographical sketch of Julius Caesar from the 
time you first meet him until his assassination. In your 
paper compare Shakespeare 's interpretation of the ruler's 
life vdtb an acceptable biography of the great ruler and 
note the differences. 
3. It is your job to review movies for a large newspaper. 
On your last assignment , you saw M-G-M1 s Julius Caesar . · 
Criticize the movie by using the criteria listed in 
The Film and the School. 
4. Prepare a short paper on 11Mob Behavior."· Use the mob 
in tl~ play to illustrate your ideas. 
5. Write a short article on one character in Julius Caesar. 
Show how the behavior of this character enlightened 
understanding of yourself and other people . 
6 . Read a biography of a famous leader (Hitler - Churchill) 
and orally or in writing illustrate the individual's 
understanding of the power of language to sway people . 
7. Select a short poem that you enjoy and show the class how 
the author effectively used compact language to convey 
his ideas. 
8 . Prepare a panel discussion in which you compare Julius 
Caesar with Elizabeth ~ Queen. These questions may 
help you: 
a. What are the conflicts in each play? Are they 
simi laP? 
b. What characters can be compared in each play? 
c. Wha t stage limitations did Shakespeare have to over-
come? Did Maxwell Anderson experience the same dif-
ficulties? 
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d. Why do both plays appeal to an audience ? 
e. Which of the plays is better? Why? 
Perhaps the same group would like to dramatize a fevi 
outstanding scenes from ~lizabeth the Queen in order 
to promote an interesting panel discussion. 
9 . If you have read Elizabeth the Queen, compare its plot 
structure with Julius Caesar. Use diagrams to show how 
modern drama has changed in p lot construction since the 
time of Shakespeare . 
10. Arrange a panel discussion on "Julius Caesar Lives Again 
Today. 11 If y ou would like to participate in tl'lis panel 
talk, speak to the teacher. The members of the panel 
will select a chairman who will organize the topic 
around basic ideas submitted by the class. 
11. In an illustrated talk compare Roman methods of warfare 
with those of today. 
12. Make a tape recording of a radio p lay. After it has 
been presented to the class, direct a discussion in 
which your classnmtes are asked to visualize the setting 
and the characters. 
13. Prepare an article on "The Errors Brutus Committed" or 
11Brutus -th e Idealist." 
14. Find out if any of your school alumni are stationed in 
England or Italy. Write and ask them to describe the 
people and the land. 
15. Plan a bulletin board display of the free world's struggle 
against communistr1. Magazines and newspapers should fur-
nish you with enough material. What will y ou entitle 
your project? 
16. A film, Julius Caesar (The Forum Scene), will be shovm 
during the unit. Volunteer as a member of this com-
mittee to preview it, and prepare for the clas s a list 
of questions on what to look for in the movie. 
17. Prepare a notebook of poems that pertain to freedom. 
18. Colle ct newspaper cartoons which illustrate the free 
world's stand against dictatorial aggression. 
19~ Illustrate for the class several games that were played 
during the Elizabethan period. You may use the black-
board or prepare sketches to explain your topic. 
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20. Make a collection o~ ~amous passages that appear in the 
play and ask the class to identify them. 
21. Make a poster to advertise a book associated with Julius 
Caesar. 
22. If you like to do crossword puzzles, perhaps you would 
like to make a simple one ~or the class. Use material 
~rom the play. 
23. Prepare pantomimes based upon scenes from Julius Caesar. 
The class will be asked to identify them. 
24. Construct a model Eliza·betba.n theater. Possibly you 
would like to follow through with this project by build-
ing a model of a modern revolving stage. 
25. Draw a map of one of the following geographical areas: 
a. Rome - 44 B.C. 
b. London - 1700 A.D.-
26. Dress dolls to reproduce the costumes worn during Roman 
and Elizabethan days. 
Zl. I.f you are artistically inclined, create cartoons based 
upon your study of Julius Caesar. 
28. If you like photography, perhaps you would like to take 
pictures of buildings that reflect an influence of Roman 
architecture. Be prepared to explain your work to the 
class. 
29. A program committee will be needed to arrange for the 
presentation of the material that the class will have 
prepared. If you would like to serve on this committee, 
consult the teacher. 
30. Perhaps you have originated a project that you would like 
to develop. See the teacher about your idea. 
POOLI NG OF EXPERIENCES PHASE NOT INCLUDED lN THE STUDY GUIDE 
1. Class participation in core and optional relatedactiviti 
2. ExP~bition of various projects. 
3. Panel discussions and oral reports. 
4. Pupils record what they have learned about Julius Caesar. 
5. Final day - written objective test. 
{See "Evaluative Activitiesn for criteria) 
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PUPILS' OPTIONAL READING LIST 
The following optional reading list has been prepared to 
e n courage supplementary reading in areas that are of partic-
u l a r interest to the pupils. The list is selective in that 
it provides for interesting material at various leve ls of 
reading ability. 
A code number has been placed at the end of. each title to 
indica. t e . the approxirna te grade level of the book:, 
1 - Seventh or eighth grade level 
2 Ninth or tenth grade level 
3 - Eleventh or twelfth grade level 
Elizabethan Period - Historical Novels 
Bill, Al f red H., Ring £!_Danger {1). New York! Alfred A. 
Knopf, 1948. 
Crisp, Frank, ~Golden Quest (1). New York: Coward-McCann, 
Inc., 1953. 
Goudge, Elizabeth, Towers~ the Mist (3). New York: Goward-
McCalLa, Inc., l938. 
Holland, R. s., ~ Boy Who Lived~ London Bridge (1). Phila-
delphia: Macrae, Smith Company, 1938. 
Sabatini , Rafael, ~ ~ {2). Boston: Houghton Mifflin 
Company, 1923. 
Seth-Smith, E. K., Vagabounds (2). Boston: Houghton Mifflin 
Company, 1946. 
Watkins, T., Spanish Galleon (1). New York: Coward-McCann, 
Inc ., 1947. 
England's queens - Past and Present 
Irwin , Margaret E. F., Elizabeth, Captive Princes s ( 2}. New 
York: Harcourt, Brace and Company, 1948. 
, Young Bess (3). New York: Harcourt, Brace and Company, 
- - -1945. -
Trease, Geoffrey, The Seven Queens of England (3). Ne w York: 
Vanguard Press, Inc., 1952. 
Bos{on Uni vers'ft"yj\ ;',, 
School of Educat1Q"-
L1brar~ . ..--· 
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Roman Period - Historical Novels 
Anderson, P. L., Pugnax ~Gladiator (2). New York: D. 
Appleton-Century Company, 1940. 
Bentley, Phylis, Freedom Farewell (3). New York: The 
Macmillan Company, 1936• 
Coles, Manning s., Great Caesar's Ghost (1). New York : 
Doubleday and Company, Inc., 1947. 
Douglas, Lloyd c., The Robe (3). Boston: Houghton Mifflin 
Company, 1942. 
Gale, Elizabeth, Julia Valeria (2). New York: G. P . Putnam's 
Sons, 1951. 
Haskell, H. J., ~~~!!!Old~ (1). New York: 
Alfred A. Knopf, 1939. 
Lawrence, Isabella, The Gift of the Golden Cup (2). Indian-
apolis: Bobbs-Merrill Company, 1946. 
Ma i nzer, Ferdinand, Caesar's Mantle (2). New York: Viking 
Press, Inc., 1936. 
Shore, Maxine, ~ Cantive Princess (3). New York: Longmans, 
Green and Company, 1952. 
, and Oblinger, M. M., ~Slave !£2 Dreamed (1). 
-----Philadelphia: Westminster Press, 1944. 
Wilder, Thornton N., ~ ~ .2f. March (3). New York:. 
Harper and Brothers, 1948. 
Shakespeare 
Bennett, John, Master Skylark (2). New York: Grosset and 
Dunlap, Inc., 1947. 
Bro\7n1 Ivor, Shakespeare (3). New York: Doubleday and 
Company, Inc., 1949. 
Chute, Marchetta, &:! Introduction to Sha.kes,ge_are ( 2). New 
York: E. P. Dutton and Company, Inc., 1951. 
Hodges, c. Walter, Shakes,geare ~~Players (J). New York: 
Coward-McCann, Inc., 1949. 
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Nor~~, Charles, ~ Playmaker £! ~ (2). Philadelphia: 
David McKay Company, 1949. 
-----='§£ Worthy! Friend (2). New York: Rinehart and 
Company, Inc., 1947. 
Twain, Mark, ~Shakespeare~? (2). New York: Harper and 
Brothers, 1919. 
Webst~r , Margaret, Shakespeare Without Tears (3). New York: 
McGraw-Hill Book Company, Inc., 1942. 
SUGGESTED SUPPLE1ffiNTARY QUESTIONS 
Act I - Scene 1 
1. vVhere does the first scene take place? Attempt to 
describe it. 
2. Why does the cobbler lead the people through t he 
streets? 
3. VJhat is Marullus' attitude toward the commoners? 
4 . Find some hwnor in this scene. 
5. How does the first scene forecast serious trouble? 
6 . The commoners speak in prose and the tribunes in 
verse. Why? 
Scene 2 
1. Who is Calpurnia? 
2 . What evidence do we find of Antony ' s loyalty to 
Caesar? 
3. What is your first impression of Caesar? 
4. vVhat does Brutus mean when he states that he has 
been at war with himself? 
5. Describe Cassius ' portrayal of Caesar . How do we 
know that it is not complimentary? 
6 . How do we know that Caesar fears Cassius? 
7. Why were Marullus and Flavius executed? Give some 
examples of people being purged today. 
s . Why didn't Caesar accept the crmm? 
9. Compare and contrast Gasca, Brutus, and Cassius . 
10 . \~y did Brutus express concern over Caesar's power? 
11. At the end of this scene Cassius reveals his plan to 
win over Brutus. He is confident that Brutus will 
join the conspiracy. Illustrate this statement. 
104 
Scene 3 
1. Vfuy does Shakespeare open this scene with thunder a nd 
lighting? 
2. How does Cassius turn Casca against Caesar? 
3. Why do Cassius and Casca want Brutus to unite with 
them in their plot against Caesar? 
4. How far has the plot been advanced in tlrls act? 
Act II - Scene 1 
1. If Caesar were crovmed a king, how would he behave 
according to Brutus? Do you think that Brutus is 
reasoning correctly? Illustrate your answer. 
2. What changes have you noticed in Brun1s since we 
saw him in Act I? 
3. \Vho suggests that the conspirators swear to an oath? 
4 . Why doesn't Brutus approve of this oath? 
5 . Cassius wants Mark Antony to die along with Caesar. 
Why? Do you believe Brutus' arguments in favor of 
sparing Antony are sound? Why or why not? How does 
Brutus behave like an idealist during this scene? 
6. vVha t sort of person is Portia? 
7 . How does she win Brutus ' confidence? 
8 . Brutus is a noble man. Find evidence to support 
this statement. 
Scene 2 
1 . What portents does Calpurnia speak of? 
2 . There are many unfavorable characteristics of Caesar 
revealed in this scene. Locate some of them. 
3. Find the lines which illustrate Caesar's belief that 
death is not to be feared. 
4. How does Decius B~utus convince Caesar to disregard 
Calpurnia 1 s concern about his welfare? Quote lines 
that indicate his use of flattery. 
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5. Compare and contrast Portia and Calpurnia. 
6. · Determine how Shakespeare maintains suspense in this 
scene. 
7. Would you say that Brutus had a keen insight into 
human conduct? Illustrate your answer. 
Scene 3 
1. Vlhat dramatic effect is created by the introduction 
of Artemidorus? 
2. Some modern producers have omitted this scene. vVhy? 
Scene 4 
1. In what way has Portia changed since you last heard 
her speak? 
2. Is Lucius aware of the impending assassination? 
3. How far has the plot been developed in this act? 
Act III - Scene 1 
1. Why doesn't Caesar read Artemidorus 1 message? 
2 . Is it Cassius or Brutus who remains fearless 
during the early part of the scene? 
3. At this p oint in the play do you sympathize with 
Caesar or with the conspirators? 
4. For what reason does Metellus Cimber appear before 
Caesar? 
5 . Find evidence of Caesar's vanity in his conversa-
tion with Me tellus. 
6. Explain the meaning of Caesar's last words. Comment 
upon Brutus' reaction to them. 
7. Cinna cries out, 11Liberty1 FreedomJ Tyranny is 
dead!" Was Caesar tyrannical? Why or why not'? 
s . Comment on Antony's reasons for sending a messenger 
to Brutus. 
9. Cassius doesn't want Antony to speak at Caesar's 
.funeral. Why? 
10 . Who is Octaviu s Caesar? 
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11. Comment on Antony 's speech at the end of this scene. 
What do we learn about his plan to revenge Caesar's 
death? Is it right for him to seek revenge? 
Scene 2 
1. How does Brutus justify the assassination of Caesar? 
Does he use propaganda? Do you agree with him? 
2. How do you know that the Romans were not ready to 
govern themselves? There are sim.tlar mobs through-
out the world today. Give some recent examples of 
mob violence. 
3. Describe the people as they listen to Antony's speech. 
4. Antony turns the mob against the conspirators. Trace 
the steps by which he was able to win them over to 
his cause. 
s. What final act by Antony sways the mob to revolt 
against the conspirators? 
6. Brutus delivers his speech in prose while Antony 
employs the medium of verse. vVhy? 
Scene 3 
1 . Determine the purpose of this scene. 
2. Briefly trace the development of the plot up to the 
end of Act III . 
Act IV - Scene 1 
1. Show that the people of Rome didn't benefit by 
Caesar's death. 
2. ~~at do you discover about Antony's character that 
was not revealed in previous scenes? 
Scenes 2 and 3 
1. Where does this scene take place? 
2. vVhy does Brutus ask Cassius to refrain from arguing 
before the assembled troops? 
3. Why do Brutus and Cassius argue? Whom do you side with? 
4. How do you know that Cassius pities himself during 
the argument? 
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5. Why did Portia commit suicide? Explain Brutu s• 
calm behavior when he speaks about her death. 
6. Why does Cassius disagree with Brutus' plan of attack? 
7. What do we learn about Brutus• character in his 
treatment of Lucius? 
B. Of what significance is the appearance of Caesar's 
ghost at this time? 
Act V - Scenes 1 and 2 
1. ~~ere does this scene take place? 
2. Who is more confident of victory, Antony or Brutus? 
Scenes 3 1 4, and 5 
1. What serious error did Pindarus commit? 
2. How does Cassius meet his death? 
3. Explain the meaning of lines 95-96. (Caesar's spirit) 
4. \Vhy did Brutus' friends refuse to participate in 
his S'l,licida? 
5. Antony believes that Brutus was "the noblest Roman 
of them all." Do you agree with him? Support your 
answer by citing particular passages or incidents 
in the play. 
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BIBLIOGRAPHY OF AUDIO-VISUAL AIDS 
Films 
11 the films listed are 16 mm, black and white unless other-
wise indicated. 
~-You~ Good Citizen?, 10 min., 1949, Coronet. 
Explains through several dramatized episodes 
what the film commentator names as the characteristics 
of a good citizen. 
Democracy, 11 min., 1946, EBF. 
Explains two conditions under which democracy 
works best--the existence of a large middle-income 
group and an enlightened, well-informed public. 
Despotism, 10 min., 1946, EBF. 
Identifies and explains four scales to use in 
measuring the extent to which a community or nation 
is democratic or despotic--shared respect, shared 
power, distribution of wealth, and freedom of in-
formation. 
~ It Matter What ~ Think?, 15 min., 1947, BIS. 
Demonstrates how opinions and attitudes are in-
fluenced by newspapers, magazines, and books; radio 
and movies . Emphasizes the importance of an in-
dividual's beliefs and of his expressing them by 
voting and by group action. 
England, color, 10 min., PFC. 
Scenes of London and the English countryside are 
shown to the accompaniment on the sound track of the 
immortal words of Shakespeare, Keats, and many other 
authors. 
Fury, 17 min. , TFC. 
Illustrates the formation of a mob and its ir-
rational behavior. 
Julius Caesar, 19 min., BIS. 
Shows the famous Forum Scene . 
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~Antony .2.£ ~~ 23 min., TFC. 
Traces the part played by &ntony in the crucial 
period which preceded the rise of Octavius Augustus to 
power. Opens with Caesar's return to Rome in 44 B.C. 
Master !!,11. Shakespeare, 11 min. 1 TFC. 
Portrays a brief and somewhat fictionized story 
of the life of Shakespeare, beginning with views 
along the Avon in the village o£ Stratford and 
depicting Shakespeare 's entire life. 
~Rise £f ~Dictator, 30 min., TFC. 
Traces Hitler's rise from an obscure corporal to 
the absolute ruler of the Reich. Emphasis is upon the 
methods Hitler used to split the populace into helpless 
minorities , defeating them one by one; his utilization 
of the 11 big lie;'! .intimidation through systematic terror; 
and control through Storm Troopers and Hitler Jugend. 
~ ~ PeoQle , 20 min., 1949, TFC. 
Dramatizes a situation in a hypothetical town where-
in a corrupt political machine, through bribery and 
extortion, maintains its power and wins the municipal 
elections. Shows what can happen when citizens do not 
exercise their rights and meet their respons i bilities . 
Filmstrips 
All filmstrips listed below are black and white. 
British Empire Series, SVE~ 
Beautiful Britain 
British People 
~ ££ Britain : London 
How to Tell the Difference Between Facts and Opinions , 
( 47 frames} SVE. 
Julius Caesar, YAF: 
.e. complete guide to the M- G- M screen version of 
the play, (Part 1, 55 frames; Part 2, 42 frames) . 
lll 
. -
Shakespeare Series, YAF: 
Introduction !2 William Shakespeare (40 frames). 
Reviews the facts about Shakespeare's life and dis-
cusses the times i n which he lived. 
Shakespeare • s Theater { 43 frames). A study of 
the Globe Theater and a record of how one class 
built a model of it. 
Recordings 
.f. .lli£1 ~ It 1!2!!, CRS: 
Volume ~· A study of speeches and important 
events from 1933-1945. Actual voices of the men 
who made these years memorable. 
Volume ~· A study of speeches and important 
events from 19.45-1949. Actual voices of Churchill, 
Truman, Eisenhower, Tito, Marshall, etc. 
Julius Caesar, (M-G-M Screen Version of Play), CRS. 
Julius Caesar, (Orson Welles) , CRS. 
Audio-Visual Sources 
British Information Services, 30 Rockefeller Plaza, New York 
20, N. Y. 
Children's Reading Service, ].078 St. John's Place, Brooklyn 
13, N. Y. 
Coronet Film~ Inc., Coronet Bldg., Chicago 1, Illinois 
Encyclopaedia Britannica Films, Inc., 1150 Wilmette Avenue, 
Wilmette, Illinois 
Princeton Film Center, Princeton, N. J. 
Society for Visual Education, Inc., 100 East Ohio Street , 
Chicago 11, Illinois 
Teaching Film Custodians,Inc., 25 w. 43d Street , New York 18, 
N. Y. 
Young America Film~ Inc., 18 E. 41st Street, New York 17, N. Y. 
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SUGGESTED EVALUATIVE ACTIVITIES 
The check lists that follow give some suggestion as to 
what might be included. The teacher and the class will create 
the check lists together so that they will have greater mean-
ing for the pupils. 
CHECK LIST FOR A PANEL DISCUSSION (CLASS EVALUATION) 
1 . Were the speakers alert and interested? 
2. Did they look at the class? 
3. Were they prepared to handle the topic? 
4. Did they support each conclusion with 
definite facts? 
5. Did they wander from the subject? 
6 . Did one or two members do most of the 
talking? 
7. Was the discussion lively and without 
friction? 
e. Did they encourage class participation? 
Yes No Comment 
CHECK LIST FOR PANEL CfiAIRM.~N (CLASS EVALU TION) 
1 . Did he introduce the topic for discussion? 
2. Did he introduce the various pane l 
membe rs? 
3. Did he start the discussion? 
4. Did he stimulate a wide participation 
by the members in his group? 
5. Did he prevent the members from wander-
ing from the se l ected topic? 
6 . Did he guide the panel so that the 
topic was fully covered? 
7 . Did he prevent one individual from 
monopolizing the available time? 
Yes No Comment 
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8 . Did he watch the time? 
9. Did he prevent serious arguments? 
10 . Did he provide for a summary of the 
discussion? 
Yes No Comment 
CHECK LIST FOR INDIVIDUAL PANEL :MEMBERS ( SELF-E iT~LUATION) 
1 . Did I c ome prepared? 
z. Did I speak so that I could be heard? 
3. Did I face tr~ class? 
4 . Did I listen attentive ly to what others 
said? 
5 . Did I depend upon reason rather than 
emotion? 
6. Did I talk too often and too long? 
7 . Did I avoid interrupting others? 
8 . Did I endeavor to keep my remarks 
rels.ted to the topic? 
9 . Did I support my opinions'.? 
Yes No Comment 
0-HE ·K LIST FOR CRilL COMMUNICATION (SEL1i1- EVALUATION} 
1 . Is my topic of interest to the class? 
2. Have I a purpose in my oral report? 
3 . Did I select adequate facts to bring out 
the purpose of my talk? 
4 . Did I arrange them in a logical order? 
5. Do I have a good opening and closing? 
6 . Did I wander from the topic? 
7. Do I know my material well enough to 
talk without hesitation? 
Yes No Corrnne1:..t 
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s. Will I appear vvide awake? 
9. Will I be heard clearly by all? 
10 . Will my position be proper and there-
~ore pleasing to the group? 
11. Wil l I pronounce my words correctly? 
12. Will I talk at a pleasing rate? 
13. Will I speak naturally? 
Yes No Comment 
CHECK LIST FOR GROUP WORK (SELF-EV~~UATION BY GROUP) 
1. Did we think out our problem before we 
started to do the activity? 
2 . Did we make definite individual 
assignments? 
3. Did we use all available library 
facilities? 
4 . Did we try to help each other in order 
to share the work equally? 
5 . Did we encourage all members of the 
group to do their be st by using their 
own particular talents ? 
6 . Did we arrange our work logically? 
7 . Did we try to present our material in 
an interesting manner? 
s. Did we establish definite conclusions? 
Yes No Comment 
CHECK LIST FOR LISTENING SELF- EVALUATION) 
1 . Did I note the main points in the report? 
2 . Was I able to detect the use o~ 
irrelevant material? 
Yes No Comment 
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3. Did I observe an illogical use ot: 
illustration? 
4 . Did I remain polite (desk cleared , eyes 
on speaker) while the report ·was 
presented? 
5. Did I realize that the speaker was 
making a deliberate attempt to appeal 
to my emotions'/ 
Yea No Comment 
CHECK LIST FOR ORAL READING (CLASS EVALUATION) 
Yes No Comment 
1 . Did the reader have a purpose in 
reading to the class? 
2. Did he read in thought units? 
3. Did he read with reeling? 
4 . Did he 1•ead at a sui table rate? 
5. Did he pronounce his words correctly? 
6 . Had he prepared his material well? 
7 . Did he occasionally glance at the class? 
8. Could he be heard by everyone? 
CHECK LIST FOR 1NRI1'TEN COMMUNICATION (SELF-EVALUATION) 
1. Did I make a simple outline? 
2. Did I plan a separate paragraph t:or each 
supporting idea? 
3 . Does the introductory paragraph give the 
reader an insight into the topic? 
4. Are my paragraphs r elated to each other? 
5 . Did I arrange my ideas in a clear and 
logical order? 
6. Does the l ast paragraph summarize? 
Yes No Comment 
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7 . Did I vary the vocabulary and sentence 
structure to avoid monotony? 
8. Did I check the spelling care~ully? 
9. Did I capitalize correctl~~ 
10. Have I punctuated correctly? 
a. cormnas 
b . end stops 
c. quotation marks 
d. apostrophes 
11. Have I avoided graw~atical errors? 
a~ run-on sentences 
b~ sentence ~ragments 
c. dangling modi~iers 
d. ~aulty re~erence o~ pronouns 
e~ improper case ~ormE 
~ . incorrect tense 
g . adjective-adverb substitution 
Yes No 
CHECK LIST FOR LETTER VVIUTING (SELF-EVALUATION) 
1. Did I try to write a lively and 
interesting letter? 
2 . Did I ~ocus t~~ attention upon the 
reader rather than upon me? 
3 . Did I v~ite naturally? 
4 . Did I v~ite legibly? 
5 . Did I use appropriate grammar? 
Yes No 
6. Did I punctuate and capitalize correctly? 
7. Did I misspell any words? 




CHECK LIS 1r FOR PUPILS' EVALUATION OF UrHT 
Yes No Comment 
1. Were you interested in the unit? 
2 . Did it have real meaning for you? 
3 . Did you find it challenging? 
4 . Can you use what you have learned? 
5. Would you encourage the use of the unit 
method again? 
Answer these questions in deta il : 
1 . What part of the unit did you like the most? Wh~? 
2 . What part of the unit did you like the least? Why? 
3. What changes would you make if you were to improve this 
unit? 
Pupil Art 




Story Poem Reports 
Oral 
Written 
{~To be mimeographed on 4 x 6 cards. Record to be maintained 






Write in front of each item in the column at the right the 
number of the item in the column at the left which belongs 

























The impractical idealist 
---Tried to warn Caesar of his impending 
-death 
Where Cassius took his own life 
---The fifteenth of the month 
---Refused to be crowned king 
---Committed suicide by swallowing fire 
---underestimated by Brutus 
---Where Caesar was assassinated 
---Turned Brutus against Caesar 
---Caesar's wife 
---
B. On the line at the left of each number write the letter of 
the statement which identifies the best ending to the 
sentence. ----
1. Cassius wanted to kill Caesar because 
(a) he thought that Brutus would be a better ruler. 
(b) Caesar ordered Marullus and Flavius to death. 
(c) he was envious of Caesar's power. 
(d) the mob hated Caesar. 
2. Brutus joined the conspiracy to 
(a) restore Roman liberty. 
(b) satisfy Cassius. 
(c) make himself' a hero. 
(d) win praise from his wife. 
3. Antony was able to sway the mob because he 
(a) spoke in a soft voice. 
(b) appealed to their sense of humor. 
(c) played upon their emotions. 
(d) had Caesar 's will. 
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4. Cassius committed suicide by 
(a) sv1a.llowing poison. 
(b) drowning himself in the Tiber. 
( c) running against his sword. 
(d) jumping from his horse. 
5. The conspirators wanted Brutus to side with thembecause 
(a) he was an idealist. 
(b) Caesar had appointed him to the Senate. 
(c) Antony trusted him. 
(d) he had a good name. 
6. After Caesar's death, Mark Antony 
(a) fled from the city. 
(b) sent a messenger to Brutus. 
(c) joined the conspirators. 
(d) challenged Brutus to a debate over Caesar's body. 
7. Caesar's ghost appeared in the play 
(a) immediately after the assassination. 
(b) after Brutus' death. 
(c) before the battle with Octavius and Antony. 
(d) during the quarrel scene. 
8. The assassination of Caesar brought 
(a) peace and harmony to the country. 
(b ) tyrannical rulers into power. 
(c) liberty and freedom to the co1nmoners. 
(d) about the death of Octavius. 
9. The mob in the play 
(a) wanted to be free. 
(b) worshipped a heroic dictator. 
(c) hated Caesar's abuse of power. 
{d) was sensitive to political intrigue. 
10. Brutus took his own life because 
(a) he was afraid to accept the consequences of his 
defeat. 
(b) he was stricken with guilty remorse. 
(c) Cassius had been defeated. 
(d) Antony would have never forgiven him. 
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c. Complete the following statements by inserting the proper 
word or phrase in each blank space . 
1 . The conspiracy was conceived by _____ • 
2 . _____ delivered the most famous speech in the play. 
3 . The first conspirator to strike Caesar was 
---· 
4. Brutus quarreled with before they ~dvanced the 
troops to meet the enemy. 
5 . _____ was killed by the angry mob. 
6. The first part of the play takes place in _____ • 
7. urged Brutus to assassinate Antony along with 
Caesar . 
s . was determined to share her husband's secrets . 
9. Caesar ' s last words were addressed to 
- - -· 
10 . At the _____ the funeral of Caesar took place . 








At the left of each quotation place the letter preceding 
the character who is being referred to in the quotation . 
Note: You are not to identify the character who speaks 
the quoted lines. 
1 . Beware the ides of March. 
---
2. He thinks too much; such men are dangerous . 
---
_____ 3 . You are my true and honorable wife, 
As dear to me as are the ruddy drops, 
That visit my sad heart . 
4. This was the nobles t Roman of them all. 
---
_____ 5. For he is given 
To sports, to wildness and much company. 
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_____ 6. 0, pardon me, thou bleeding piece of earth, 
That I am meek and gentle with these bu tchersJ 
Thou art the ruins of the noblest man 
That ever lived in the tide of times. 
_____ 7. I di d send you 
For certain sumB of gold, which you deni ed me: 
For I can raise no money by vile means. 
____ a. Thou art mighty yetJ 
Thy spirit walks abroad, and turns our swords, 
In our own entrails. 
9. We shall find of him 
--- A shrewd contriver; and you know his means, 
If he improve them, may well stretch so far 
As to annoy us all; 
____ 10. Thou are noble; yet, I see, 
Thy_ honorable metal may be wrought 
From that it is disposed. 
E. Wri t e in front of each item in the column at the right t he 
numbe1• of the item in the column at the left which be longs 

























abuse of power 
-a dreamer 
-false pride 
---remove by cleansing 
---share another person's feel ings 
-a plotter 
---language without metrical s t ruc t ure 
--state of uncertainty 
---insincere praise 
doctrines or ideas 
F. In the following exercise you are to detect the use of lan-
guage that encourages you to act. Ten examples of the four 
persuasive devices stressed in the unit are included. 
Underline the word s which illustra te persuasive language 
and write above these words the device used. 
a. Kool-Aid is America's favorite drink in the 
envelope. Millions and millions of Amsrican 
families love Kool-Aid ••• and you will tooJ Nothing 
tastes as good as Kool-Aid because the wonde1 .. .ful 
true-fruit flavor is locked inJ All six Kool-Aid 
flavors have Parents' Magazine seal of approval. 
Kool-Aid is another fine product of General Foods. 
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b. Jolm Lyons is ru1Lning again for president of 
the student council. Encourage y our home-room 
representative to cast his ballot for John so 
that he can continue \nth the work he has been 
doing. Ed Nelson, who served 1rdth John on the 
student council last year, says, 11 Jo1Ln. deserves 
to be president again. All last year I watched 
him work unselfishly f or the g ood of Central 
High. 11 Everybody will be voting for Joh.n. 
We need his outstanding school spirit. Guarantee 
the student council a real leader this yearJ 
Don 't let his opponent winl 
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SERVICE PAPER ABSTRAC~ 
McKiernan, Patrick Lawrence, !g Analysis of' ~ Problems in 
Teaching Dramatic Literature with Specific Application ,:!2.2 
Julius Caesar, Unpublished Ed. M. Service Paper, Boston 
University Graduate School, 1955. 
Problem: 
The problem is threefold: ( 1) to review professional 
literature to determine the place of' dramatic literature in 
the language arts program, (2) to review the methods of' teach-
ing dramatic literature, and (3) to prepare a source unit 
which might serve as a guide f'or the teaching of' Julius Caesar 
according to cur1 .. ent professional thought. The writer ass1..uned 
his research of' professional information would indicate the 
most ef'f'ective ways to promote understanding and appreciation 
of' dramatic literature. As a language arts teacher, he .felt 
the need .for this study. 
Scope and Limitations: 
1. The review o.f pro.fessional literature is limited to 
the teaching o.f dramatic literature in high school. 
2. The source unit , Julius Caesar, is geared .for tenth 
grade non-college-preparatory pupils. 
Procedure: 
Current pro.fessional literature pertaining to the teach-
i ng o.f drruaatic literature was examined, and the in.formation 
gained .from this research was organized according to the 
X 
i'ollowing plan: 
1. Dii'i'iculties in Reading Drama 
2. Abilities in Reading Drama 
3. Reading Readiness and Dramatic Literature 
4 . Aims in Teaching Dramatic Literature 
5. Methods of' Teaching Dramatic Literature 
6 . Organization of Dramatic Literature 
'rhis research guided the \"lri ter in the preparation of a 
source -unit, Julius Caesar. 
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